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PREFACE 


The  initial  impetus  for  this  study  of  Paul  Hindemith's 
Ludus  Tonal  is  was  provided  by  the  author's  preparation  of  certain 
portions  of  the  work  for  performance.  The  study  is  concerned  with 
the  definition  of  Hindemith's  style  and  how  it  relates  specifically 
to  the  Ludus  Tonal  is.  Earlier  work  by  Hans  Tischler  and  Ian  Kemp 
has  been  especially  valuable  to  the  author  in  formulating  his  con¬ 
clusions  J  However*  the  present  study  endeavours  to  discuss,  in  a 
more  detailed  manner,  the  formal  structure,  harmonic  content,  and 
contrapuntal  procedures  of  the  Ludus  Tonal  is  (hereafter  abbreviated 
as  L.T. )  as  related  to  the  performance  of  the  work.  Therefore, 
it  is  directed  especially  to  those  readers  who  seek  further  insights 
into  performance  of  the  L.T. ,  as  well  as  to  those  who  seek  a  fuller 
general  understanding  of  the  work.  All  examples  and  other  references 
will  be  based  on  the  edition  published  by  B.  Schott's  Sohne,  Mainz 
(Distributed  by  Associated  Music  Publishers,  Hew  York),  1943. 

The  introduction  of  the  paper  includes  biographical  infor¬ 
mation  and  a  concise  synopsis  of  the  stylistic  development  of 
Hindemith's  music  as  it  relates  to  the  L.T.  The  structural 


Hans  Tischler,  "Ludus  Tonal  is  and  Bach:  A  Comparison,"  Music 
Review,  XX  (August,  November,  1959),  p~p .  217-227.  The  article  discusses 
contrapuntal  procedures  such  as  harmony,  form,  counterpoint ,  and  fugal 
subjects  as  found  in  the  L.T.  and  compares  these  procedures  with 
the  preludes  and  fugues  of  J.  S.  Bach. 

Ian  Kemp,  Hindemith  (London:  Oxford  University  Press,  1970). 
This  book  was  used  as  a  reference  for  stylistic  development  of 
Hindemith's  music  and  as  a  guide  to  biographical  information. 


analysis  deals  with  the  work  as  a  whole  and  Hindemith's  treatment 
of  the  various  musical  elements.  The  overall  form  of  the  work  and 
its  basic  relationship  to  Hindemith's  theories  of  harmony  are 
discussed  in  this  chapter.  The  chapter  dealing  with  aspects  of 
performance  relates  such  techniques  as  articulation,  dynamic  nuance, 
phrasing,  and  pedaling  to  the  overall  stylistic  ideal  of  clarity 
of  line,  texture,  and  form. 

The  invaluable  assistance  of  my  advisor  Dr.  Winston  Kaehler 
is  gratefully  acknowledged,  as  is  the  technical  advice  and  musical 
counsel  of  Dr.  R.  A.  Stangeland. 
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INTRODUCTION1 

Paul  Hindemith  was  born  in  Hanau-am-Mai n  on  November  16, 

1895,  of  a  Silesian,  working-class  background.  He  became  a  competent 
performer  on  a  number  of  instruments  by  the  age  of  thirteen  and,  like 
Brahms,  spent  considerable  time  playing  music  publicly  in  order  to 
earn  money.  Beginning  in  1905,  Hindemith  studied  composition  first 
with  Arnold  Mendelssohn  in  Darmstadt  and  later  with  Bernard  Sekles 
at  the  Conservatory  in  Frankfurt-am-Main.  He  was  helped  in  his 
higher  musical  education  by  a  rich  tea  merchant  to  whom  he  later 
dedicated  his  first  string  quartet. 

In  1915,  Hindemith  was  appointed  concertmaster  of  the  opera 
house  orchestra  in  Frankfurt-am-Main,  and  a  short  time  later  he  was 
promoted  to  the  position  of  musical  director.  Hindemith  may  have 
gained  the  latter  position  because  of  a  shortage  of  musicians  in 
Germany  during  the  First  World  War.  Hindemith  was  also  a  member  of 
the  Rebner  Quartet  from  1915-1921,  and  he  founded  the  Amar  Quartet  in 
1922.  His  association  with  these  groups  net  only  added  to  his  stature 
as  a  performer,  but  also  provided  a  practical  outlet  for  his 
compositions. 

With  the  death  of  Reger  in  1916  and  the  decreasing  interest 
in  the  music  of  Richard  Strauss  and  Hans  Pfitzner,  the  German  people 

Hhe  principal  source  for  biographical  information  in  this 
essay  is  Ian  Kemp's  Hi ndemj th  (London:  Oxford  University  Press,  1970). 
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appeared  to  be  awaiting  the  appearance  of  a  significant  new,  young 

German  composer.  Hindemith’s  early  works  were  completed  just  at  the 

time  of  the  inaugural  performances  of  the  first  Donaueschingen 

Festival  in  1921.  The  immediate  success  of  his  Quartet  No.  2  at  this 

festival,  and  the  unexpected  excitement  that  prevailed  after  the 

introduction  of  his  Kammermusik  No.  1  at  the  second  festival  in 

1922,  substantially  added  to  Hindemith's  notoriety,  if  not  his 
2 

reputation. 

Hindemith's  early  compositions,  which  were  primarily  chamber 
works,  showed  that  he  was  intent  on  renewing  stylistic  and  formal 
traditions;  yet  his  writing  was  in  an  unmistakably  progressive, 
contemporary  idiom.  His  works  show  a  marked  influence  of  Reger  and 
Debussy,  and  they  retain  traditional  formal  designs.  However,  he 
sympathized  with  and  indulged  in  some  of  the  expressionistic 
tendencies  of  the  day.  These  works  defy  harmonic  analysis  from  a 
traditional  viewpoint.  Hindemith  gained  a  reputation  as  a  provocateur 
with  his  three  one-act  operas  from  this  early  experimental  and  : 

3 

eclectic  style. 

With  Das  Marienleben,  Opus  27  (1923),  an  hour-long  song 
cycle  for  soprano  and  piano  based  on  fifteen  poems  by  Rainer  Maria 
Rilke,  Hindemith  began  to  develop  a  more  personal  style  and  to 

2 

The  strong  public  reaction  was  probably  due  to  the  jazz, 
satirical,  and  futurist  elements  in  the  latter  work,  as  well  as  to 
Hindemith's  instructions  that  the  performers  be  hidden  from  the 
audience. 

*3 

border,  Hoffnung  der  Frauen  (1919),  Sancta  Susanna  (1921), 
and  Das  Nusch-NuschT~(T92Q?  &  puppet  opera)  contained  scenes  which 
were  anti-religious  and  morally  questionable  by  the  accepted  social 
standards  in  Germany  in  the  Twenties. 
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discard  the  expressionistic  techniques  and  any  vestiges  of  pseudo¬ 
romantic  ideals  assimilated  from  Reger  and  Debussy.  Some  authors  consider 
these  songs  to  be  lacking  in  color  or  direct  emotionalism  as 
understood  in  nineteenth-century  Lieder.^  The  vocal  line  becomes  an 
extension  of  the  sparse,  clear,  contrapuntally  conceived  piano  part. 

The  bass  line  in  the  piano  part  is  released  from  traditional  functional 
harmonic  duties  to  assert  itself  with  equal  status  in  the  melodic 
flow  of  the  upper  voices.  Hindemith's  predilection  for  diatonic 
intervals  contributes  to  the  relative  familiarity  of  the  sound  and 

also  to  the  lack  of  harmonic  function,  since  there  are  few  leading- 
5 

note  progressions.  This  lack  of  traditional  leading-note 
progressions  becomes  a  Hindemith  trait  in  later  works. ® 

Many  of  the  works  Hindemith  composed  in  the  later  1920‘s 
were  for  small  groups  of  woodwind  and  brass  instruments.  They  display 
a  clarity  of  line,  texture,  and  form.  In  Hindemith's  collection 
of  seven  concerti  collectively  entitled  Kammermusi k ,  there  is  a 
uniformity  of  mood  within  each  movement  and,  within  the  faster 
sections,  an  underlying  current  of  hectic,  relentless  activity.^ 

They  are  all  in  the  concertante  style  and  exhibit  Baroque  textures 


\emp,  p.  13. 

5 I bid. 

®See  below,  p.  24 

^Kammermusi k  includes:  Kammermusi k  Ho.  1  for  Chamber 
Orchestra,  Op.  24,  No.  1,  and  six  solo  concertos:  for  Piano  (No.  2), 
Cello  (No.  3),  Violin  (No.  4),  Viola  (No.  5),  Viola  d'amore  (No.  5), 
and  Organ  (No.  7).  All  of  the  latter  are  played  with  chamber 
orchestra. 
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and  techniques  which  become  prevalent  in  later  works. 

The  Concerto  for  Orchestra,  Opus  38  (1925),  was  Hindemith's 
first  full  work  for  orchestra  and,  along  with  the  opera,  Cardillac, 
Opus  39  (1926),  represents  a  major  achievement  of  the  late  1920's. 

Two  extremely  simple  elements  from  the  opera  have  perhaps  the  most 
colossal  effect  on  the  listener.  It  is  because  of  the  context  in 
which  these  elements  are  used,  however,  that  one  reacts  so  intensely 
to  them.  The  first  is  the  dead  silence  when  Cardillac  murders  the 
Cavalier  and  the  other  is  the  long,  soft,  major  chord  (E-flat) 

Q 

which  ends  the  opera.  Hindemith  has  utilized  this  major  chord  ending 
very  effectively  in  the  L.T The  effect  of  silence  in  a  relentless 
context  of  activity  is  just  as  overwhelming  as  is  the  finding  of  a 
diatonic,  legato  chord  in  a  dissonant,  staccato  environment. 

Sometime  after  1920,  a  movement  began  among  young  German 
composers  to  create  and  make  available  what  was  termed  Gebrauchsmusik. 
This  title  can  be  misleading  if  translated  directly  into  English  as 
"utility  music."  It  is  somewhat  better  defined  as  music  intended 
for  amateurs,  school -children,  home,  and  the  public  In  general. 
Hindemith  did  not  completely  revamp  his  style  in  writing  for  the 
masses;  he  merely  simplified  it.  Gebrauchsmusik  is  distinguished  by 
its  lyric,  vocal,  tonally  oriented  contours  which  stem  from  folk 

8 Kemp ,  p.  16.  Below,  p.  40 

g 

Marion  M.  Scott,  "Paul  Hindemith:  His  Music  and  Its 
Characteristics ,"  Proceedings  of  the  Royal  Musical  Association, 

LVI  (1930),  p.  102.  — —  — - 

^Below,  p.  25 
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elements,  and  by  its  long  phrases  and  sentences.  It  is  also  more 
harmonically  conceived  with  less  dependence  on  the  contrapuntal 
invention  that  prevails  in  other  pieces  Hindemith  composed  between 
1920  and  1930. 11 

With  his  appointment  to  the  Berlin  Hochschule  in  1927, 

Hindemith's  reputation  began  to  change  from  that  of  an  enfant  terrible 

to  that  of  a  respected,  honored,  and  esteemed  professor  and  scholar. 

From  that  year  until  1934,  Hindemith  taught;  studied  Latin,  philosophy, 

and  literature;  wrote  his  own  libretti;  played  numerous  instruments; 

and  studied  and  performed  music  from  early  periods. 

After  1930,  Hindemith  was  confronted  with  the  problem  of  how 

to  explain  contemporary  music,  especially  his  own,  to  his  students. 

This  practical  need  led  to  his  formulation  of  the  basic  tenets  of 

1 2 

what  was  later  to  become  Unterweisung  im  Tonsatz  (1937).  These 

theoretical  ideas  would  exert  a  powerful  influence  on  succeeding 

1 3 

compositions  by  Hindemith.  This  new  attitude  of  the  mature  Hindemith 
poses  a  marked  contrast  to  his  iconoclasm  of  the  1920's.  The 
following  excerpt  from  the  autobiography  which  Hindemith  submitted 
to  the  second  Donaueschingen  Festival  indicates  his  early  attitude 
toward  traditional  musical  commentary: 

As  a  composer,  I  have  chiefly  written  pieces 

I  don't  like  any  more:  chamber  music  for  the  most 

II  Kemp,  p.  25 
1 2 

Paul  Hindemith,  Unterweisung  im  Tonsatz  (New  York: 

Associated  Music  Publishers,  1937).  Translated  by  Arthur  Mendel  into 
English  as  The  Craft  of  Musical  Composition  (New  York:  Associated 
Music  Publishers,  1 9451. 

13 


Below,  p.  10 
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diverse  ensembles,  .  .  .also  three  one-act 
operas,  which  will  probably  remain  the  only  ones 
since  as  a  result  of  rising  prices  on  the 
manuscript  paper  market  only  small  scores  can 
now  be  written. 

I  cannot  give  analyses  of  my  works  because 
I  don't  know  how  to  explain  a  piece  of  music 
in  a  few  words  (I  would  rather  write  a  new  one 
in  the  time).  .  .  For  people  with  ears  my 
things  are  perfectly  easy  to.understand,  so 
an  analysis  is  superfluous. 

A  new,  somewhat  more  introspective  style  began  to  emerge  in 
Hindemith's  compositions  after  1930,  characterized  by  an  overall 
serenity  and  homogeneity.  The  major  work  reflecting  this  new 
Hindemith  style  was  the  opera,  Mathis  der  Maler  (1934),  from  which 
instrumental  extracts  were  later  adapted  into  a  symphonic  work. 
Hindemith's  style  was  well  defined  in  Mathis  and  the  work  evinces 
a  certain  uniformity  of  sound  that  characterizes  his  works  from 
this  and  later  periods. 

The  stylistic  development  of  Hindemith's  music  was  influenced 

by  his  attitudes  toward  music  and  its  social  context.  He  believed 

that  composers  should  not  only  compose  but  perform,  conduct,  write 

about  music,  and  teach  in  order  to  be  fulfilled  as  complete 
15 

musicians.  He  was  also  concerned  with  the  more  peripheral  facets 
of  a  composer's  technique  and  style  such  as  the  space  (large  or  small) 
in  which  a  piece  was  to  be  performed.  Intricate  rhythm,  melody,  or 
harmony  were  fine  in  a  small,  acoustically  bright  space,  but  he  felt 
they  must  be  simplified  for  large  concert  halls.  The  medium  of 


14 

Quoted  in  Kemp,  p.  7. 

1 5 

Elliott  Schwartz  and  Barney  Childs,  Contemporary  Composers 
on  Contemporary  Music  (New  York:  Holt,  Rinehart  and  Winston,  19677”" 
"(excerpt  from  Hi ndemi th's ,  A  Composer's  World) ,  p .  80 . 


7 


performance  and  the  degree  of  resistance  (to  the  listener's  under¬ 
standing)  that  the  form  of  a  piece  presented,  as  well  as  the  technical 
and  intellectual  capacities  of  the  performers,  were  all  problems 
which  Hindemith  considered  in  composing  a  work.  Hindemith  thought 
the  composer  should  be  willing  to  compromise  his  ideals  in  order  to 
reach  all  levels  of  cultural  enlightenment  and,  regarding  the 
intellectual  capacity  of  the  listener,  he  writes: 

It  is  one  thing  to  write  down  to  the  bad 
instincts  of  an  unrefined  listener,  and  another 
to  satisfy  by  technical  means  the  just  demands 
of  a  cultured  customer.  Even  the  loftiest 
musical  spirit  grew  from  a  state  of 
simple-mindedness  to  its  superior  position. 

Some  people  never  will  be  nor  want  to  be 
millionaires,  financially  or  musically. 

Are  we  to  lose  them  or  their  propensity  for 
music  merely  because  we  are  unwilling  to 
write  music  that  satisfies  their  demands? 

Hindemith  prefaced  his  revised  version  of  Das  Marienleben 

(1948)  with  an  explanation  of  why  he  undertook  the  task.  "I  began 

to  glimpse  the  ideal  of  a  noble  music  as  near  perfect  as  possible, 

that  I  should  one  day  be  able  to  realize."^  This  artistic  confession 

could  explain  the  calm  serenity  that  pervades  much  of  the  music 

composed  after  1934. 

Hindemith  was  certainly  not  unique  in  composing  within  a 
fairly  strict  framework.  However,  his  attempts  to  formulate  specific 
theoretical  bases  for  his  own  compositional  style,  and  for  twentieth- 
century  music  in  general,  placed  him  in  a  more  vulnerable  position 
than  that  of  other  colleagues  who  chose  not  to  take  such  positive 


^Quoted  in  Schwartz,  p.  85. 
^Quoted  in  Kemp,  p.  40. 


stands.  Hindemith's  critics  consider  his  stylistic  uniformity  to  be 
a  result  of  his  being  a  "complacent  prisoner  in  his  own  system," 
with  the  system  having  a  dessi eating  effect  on  his  creative 
imagination.  Perhaps  Hindemith's  greatest  musical  contributions 
were  his  championing  of  amateur  music,  tonal  triadic  harmony,  German 
folk  music,  classical  forms,  and  his  work  as  a  teacher  and  practicing 
musician. 

Hindemith  had  a  highly  developed  sense  of  musical  architecture. 

Probably  the  culmination  of  Hindemith's  highly  structured  approach 

to  form  is  Ludus  Tonal  is.  Studies  in  Counterpoint,  Tonal  Organization, 

and  Piano  Playing  (1943).  This  work  is  important  not  only  for  its 

technical  ingenuity  but  also  as  an  indication  that  the  theories  from 

The  Craft,  if  applied  in  an  artistic  context,  can  and  do  produce 

aesthetically  pleasing  music.  Its  subtitle  notwithstanding,  Hindemith 

conceived  this  series  of  pieces  as  being  more  than  mere  studies. 

He  draws  on  his  total  resources  of  expressive  power,  and  the  work  is 

designed  with  a  special  regard  for  the  effect  that  varying  degrees 

20 

of  tempi  and  expression  have  on  the  listener.  Ludus  Tonal  is  is 
the  master  work  of  his  relatively  small  output  for  piano,  which 
includes  a  suite  for  piano  (1922),  three  sonatas  (1936),  a  piano  deet 
(1938),  and  a  sonata  for  two  pianos  (1942). 

1 8 

Hans  Redlich,  "Paul  Hindemith,  A  Reassessment,"  Music 
Review,  XXV  (1964)1  pp.  246-47.  See  also  Kemp,  p.  56;  and  Patrick 
Heron,  The  Changing  Forms  of  Art  (London:  1955),  p.  81. 

19Kemp,  p.  48. 

20Tischler,  p.  224. 


CHAPTER  I 


STRUCTURAL  ANALYSIS 

The  Work  as  a  Whole 


Ludus  Tonal  is  is  a  composite  work  consisting  of  twelve 

three-voice  fugues  linked  by  eleven  interludes  of  a  contrasting  or 

modulatory  nature.  The  work  is  introduced  by  a  Praeludium  and  closes 

with  a  Post! udi urn  that  is  the  retrograde  inversion  of  the  Praeludium. 

Each  fugue  is  based  on  a  different  tonal  centre.  The  sequence  of 

tonal  centres  follows  Hindemith's  theories  of  tonal  relationships. 

This  sequence,  “Series  One"  from  The  Craft,  is  C,  G,  F,  A,  E,  E-flat, 

A- flat,  D,  B-flat,  D-flat,  B,  and  F-sharp.  In  Hindemith's  view,  each 

successive  tonal  centra  is  progressi velv  more  remote  in  its 

relationship  to  the  original  tone  cJ  This  system  provides  a 

systematic  sequence  for  a  full  range  of  tonalities  (and,  according 

to  Hindemith,  is  a  demonstration  of  progressive  weakening  of  tonal 
2 

orientation).  In  addition  to  the  mirror  technique,  as  found  in  the 

Vo r  a  definition  of  Series  One,  see  The  Craft  of  Musical 
Composition ,  pp.  53-56,  96.  This  series  is  based  on  the  interval! ic 
structure  of  the  harmonic  series  and  the  relative  consonance  of  each 
successive  tonal  centre  with  the  basic  tone  £. 

2Kemp,  p.  48. 


9 


Praeludium  and  Postludium,  "there  are  marked  thematic  correspondences 
between  the  central  fugues  and  interludes  which  become  more  tenuous 
as  one  works  outwards:  and  there  are  analogous  structural  relation¬ 
ships."^  Fugue  Nos.  6  and  7  are  in  ABA  form,  as  are  Fugue  Nos.  5  and 
8.  Interlude  No.  6  is  linked  motivically  with,  and  foreshadows,  the 
main  subject  of  Fugue  No.  7.  Interlude  No.  5  contains  chordal 
sequences  which  imitate  material  from  Fugue  No.  5  and,  as  well, 
contains  melodic  material  which  could  be  considered  the  germ  motive 
of  the  subject  of  Fugue  No.  6.  These  compositional  techniques  help 

4 

to  unify  the  varied  pieces  into  a  single  coherent  work. 

In  addition  to  the  internal  coherence  derived  from  the  tonal 
relationships  of  "Series  One"  and  the  interrelated  mirror  techniques, 
Hindemith  gains  further  unity  by  composing  some  of  the  interludes  so 
that  they  lead  from  the  key  of  the  preceding  fugue  to  that  of  the 
succeeding  one.  Also,  he  creates  contrast  of  mood  and  tempo  through¬ 
out  the  entire  work  while  remaining  within  the  strict  framework  of 
5 

three-voiced  fugues.  A  complete  performance  of  the  entire  cyclical 
work  is,  therefore,  artistically  satisfying. 

The  unifying  elements  do  not  preclude  the  performance  of 


3 

Ibid,  p.  49.  Kemp  feels  there  is  a  definite  symmetrical 
structure  evident  in  the  whole  work. 

4 

As  a  result  of  structural  similarities,  Ludus  Tonal  is 
is  sometimes  compared  to  Bach's  Das  Wohl temper i rte  Clavier,  as 
in  Hans  Tischler's  article  cited  above,  p.  iii. 

5 Kemp,  p.  48.  Hindemith  felt  that  the  ear  could  not 
adequately  hear  more  than  three  voices  in  a  polyphonic  texture. 


separate  pieces.  In  some  instances,  however,  because  of  their 
modulatory  nature,  the  interludes  may  not  sound  complete  when  played 
alone. ^ 

The  Praeludium  and  Postludium  act  as  a  frame  for  the  entire 
set  of  fugues  and  interludes.  The  Praeludium,  which  begins  in  a  free, 
improvisatory  style,  starts  by  centring  around  C  and  moves  to 
F-sharp,  while  the  Postludium  begins  in  F-sharp  (the  key  of  the 
preceding  fugue)  and  modulates  back  to  C.  The  entire  Postludium  is 
the  retrograde  inversion  of  the  Praeludium.  The  Praeludium  is  in 
three  major  sections,  the  first  and  last  being  fourteen  measures 
in  length  and  the  middle,  arioso,  being  eighteen  measures  long.  This 
proportional  length  of  sections  (at  least  on  paper)  is  possibly 
indicative  of  Hindemith's  preoccupation  with  formal  symmetry  and 
balance.  A  long,  freely  conceived  transitional  bar  between  the 
arioso  and  the  final  slow  section  is  similar  in  style  to  the  first 
three  improvisatory  bars  of  the  first  section.  Melodic  material 
introduced  in  measures  34-37  serves  as  the  basis  for  a  basso  ostinato 
that  continues  for  seven  measures  (meas.  40-46),  as  well  as  for  the 
upper  voices  accompanying  the  ostinato  figure  (Example  1). 


Ex.  1:  BASSO  OSTINATO 


Praeludium,  meas.  34-37. 


^Tischler,  p.  219. 


(Ex.  1 ,  cont.) 
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Praeludium,  meas.  40-41. 

Solenne,  largo  U. 


The  interludes  of  the  L.T.  function  as  contrasting  and 
modulatory  pieces  to  the  fugues.  Table  1  (p.  12)  shows  the  basic 
tonal  functions  of  the  interludes  in  the  design  of  L.T.  While  some 
of  the  interludes  (Nos.  2,  3,  4,  5,  and  ll)are  in  a  three-voiced 
setting,  which  is  in  keeping  with  the  limitations  Hindemith  imposed 
on  the  three-voiced  fugues,  the  others  are  set  for  greater  or  lesser 
numbers  of  voices. 

Interlude  Nos.  1  and  6-10  are  basically  chordal  homophony  and 
Interlude  No.  4  contains  "perpetual -motion"  running  sixteenth  notes 
as  an  accompaniment  to  the  left-hand  melody,  as  well  as  a  unfson 
passage.  In  Interlude  No.  2,  Hindemith  employs  a  pedal  point,  and 
further  interest  and  variation  is  created  in  Interlude  Nos.  9  and 
10  as  he  writes  in  an  awkward  traditional  melody-with-accompaniment 
style.  There  is  very  little  imitative  development  of  motives  in  any 
of  the  interludes  which  probably  represents  a  deliberate  attempt  by 
Hindemith  to  avovd  overdoing  the  characteristic  texture  of  the 
writing. 
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TABLE  1 

TONAL  FUNCTION  OF  INTERLUDES 


Fugue 

Tonal  Centre 

Interlude 

Tonal  Centre 

1 

C 

1 

Modulates  from  C  to  G 
(tonal  centre  of  next  fugue) 

2 

G 

2 

G 

3 

F 

3 

s 

Modulates  from  F  to  E 
(dominant  of  next  fugue) 

4 

A 

4 

E 

(tonal  centre  of  next  fugue) 

5 

E 

5 

Modulates  from  E  to 
(dominant  of  next  fugue) 

6 

Eb 

6 

Eb 

(same  as  preceding  fugue 
and  dominant  to  next  fugue) 

7 

Ab 

7 

Modulates  from  A^  to  D 
(tonal  centre  of  next  fugue) 

8 

D 

8 

Modulates  from  D  to  B° 

(tonal  centre  of  next  fugue) 

9 

Bb 

9 

Modulates  from  B^  to 
(sub-dominant  of  next 
fugue) 

10 

Db 

10 

Modulates  from  to  B 

(tonal  centre  of  next  fugue) 

11 

B 

11 

Modulates  from  B  to  C^ 
(dominant  of  next  fugue) 

12 

F# 
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Treatment  of  Musical  Elements 


Melody  and  Harmony 

Clarity  of  melodic  line  is  a  basic  characteristic  of  the 
entire  Ludus  Tonal  is.  This  clarity  is  achieved  through  the 
consistent  use  of  certain  intervals,  distinctive  motive  beginnings, 
relatively  narrow  ranges,  and  a  balance  between  vocal  and  instru¬ 
mental  ly  conceived  melodies. 

Hindemith's  melodies  are  tonally  centred,  but  they  are  not 
usually  based  on  traditional  triadic  idioms.  More  often  the  melodies 
evolve  from  quarts!  patterns  and  emphasis  of  a  single  tone  through 
reiteration. ^  The  subjects  of  the  fugues  often  stress  intervals  of 
the  fourth,  fifth,  and  minor  seventh  (Example  2)  or  the  juxtaposition 
of  a  natural  and  altered  form  of  a  note  (Example  3). 

Ex.  2:  EMPHASIS  OF  4th,  5th,  AMD  7th. 

(a)  Fugue  No.  3,  meas.  1-3. 


Andante  u  r»M> 


7See  Interlude  Nos.  3  and  7  and  Fugue  Nos.  2  and  12  for  single 
tone  emphasis,  and  Interlude  Nos.  1,  2,  4,  6,  9.  and  Fugue  No.  4  for 
quartal  patterns. 
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(b)  Fugue  No.  5,  meas.  1-3. 


Vivace 


m~.it—*  r> 

W 

l\ 

1: 

&  | 

ll  ’ 

r  If  ' 

r 

Ex.  3:  JUXTAPOSITION  OF  NATURAL  AND 
ALTERED  FORM  OF  A  PITCH 
Fugue  No.  11,  meas.  1-3. 


Lento  '  J  r* 


£•?.  j« .  . j 

1  r  -irp- 

^ - 

<  V 

i  tj'jj 

l  -  *  -  - - '=d 

3 

Often  the  fifth  and  seventh  is  filled  in  by  the  fourth.8 
Ex.  4: 

Fugue  No.  2,  meas.  1-4. 


Allegro  ( A.  *oo) 


l  ^Lh77-7  "  "  : 

- 

_ -y— 

r 

)  "S 

(  ■  i 

r-  - 

o-  t-sr- 

trjatf  - j 

♦  1 

Intervals  of  the  fourth,  fifth,  and  seventh  (usually  minor) 
are  basic  to  both  the  melodic  and  harmonic  content  of  the  fugues. 
Hindemith  feels  that  "every  tonal  movement  arises  from  the  combined 

g 

See  also  Fugue  Nos.  5,  6,  and  9. 


He  states  that  harmonic 


9 

working  of  harmonic  and  melodic  forces." 
force  (stability)  is  strongest  near  the  beginning  of  "Series  Two," 
in  intervals  of  a  fifth,  fourth,  third,  and  sixth.9 10  Series  Two 
also  shows  that  the  greatest  melodic  force  (movement)  occurs  near 
the  end  of  the  series,  in  intervals  of  a  minor  second  and  major 
seventh.  By  utilizing  these  intervals  of  a  fifth,  fourth,  and  seventh 
as  the  basic  ingredients  of  a  fugal  subject,  Hindemith  is  presenting 
his  strongest,  most  secure  harmonic  force  alongside  the  propelling 
motive  power  of  the  melodic  intervals  of  a  seventh  and  second.  The 
minor  seventh  is  used  more  often  than  the  major  seventh,  and 
happens  to  consist  of  two  superimposed  fourths.  Concerning  the 
impelling,  actuating  force  of  melody,  Hindemith  felt  that  "melody 
sets  the  sluggish  harmonic  masses  in  motion."11 12  By  simultaneous 
presentation  of  the  stable  harmonic  and  the  dynamic  melodic  forces, 
Hindemith  sets  a  strong  tonal  centre  by  harmonic  fifths,  fourths, 
major  thirds,  and  minor  sixths  at  the  same  time  that  the  melody 
is  activated  by  what  he  views  as  forward-moving  intervals  of  the 

1 2 

second  and  seventh  (or,  in  traditional  terms,  dissonant  intervals). 


9 

Hindemith,  Craft,  p.  87. 

1 p 

"Series  Two"  in  the  Craft  (pp.  87-89)  is  the  natural  order 
of  intervals  derived  from  the  twelve  tones  of  the  chromatic  scale. 
These  are  arranged  in  descending  order  of  harmonic  value,  as  follows: 
octave,  perfect  fifth,  perfect  fourth,  major  third,  minor  sixth,  minor 
third,  major  sixth,  major  second,  minor  seventh,  minor  second,  major 
seventh,  tritone.  See  Appendix  I  for  "Series  Two." 

^Hindemith,  Craft,  p.  87. 

12 

Analogies  can  also  be  noted  with  Schoenberg's  thinking  in 
terms  of  "two-dimensional"  musical  space  in  the  formulation  of 
twelve-tone  compositional  procedures. 
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The  stressing  of  specific  intervals  affects  the  harmony  as 

well  as  the  melody,  and  the  harmony  in  turn  affects  the  overall 

contrapuntal  sound.  On  the  strong  beats,  contrapuntal  lines  tend  to 

produce  quartal  and  incomplete  seventh  chords  and  their  inversions, 

1 3 

thereby  giving  the  music  a  contemporary,  dissonant  sound.  This 
mildly  dissonant  sound  has  become  a  characteristic  of  Hindemith's  music. 

Hindemith  employs  very  distinctive  motivic  beginnings  created 
by  combining  the  aforementioned  intervals  into  rhythmically  vital 
units.  He  may  utilize  dotted  and  double  dotted  notes  or  triplet 
figures  (or  both)  to  create  rhythmically  distinct  motives.^  The 
subject  often  outlines  a  specific  chord  or  emphasizes  a  particular 
note  or  interval  (Examples  5  and  6). 

Ex.  5:  SUBJECT  OUTLINING  SEVENTH  CHORD 
Fugue  No.  5,  meas.  1-4. 


Vivace  (J  -iu) 


■xri 

I* 

If 

n 

J  J 

1 1 
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^  r  & 
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— 

1  3 

Tischler,  p.  217.  See  for  examples  Fugue  No.  5,  meas.  12, 
20-22,  57,  60-66,  75,  and  77;  Fugue  No.  7,  meas.  21,  22,  25,  and  26; 
Fugue  No.  4,  meas.  4-14,  31-33,  and  35-39. 
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See  for  examples  Fugue  Nos.  6  and  8;  Interlude  No.  9. 


Ex.  6:  SUBJECT  EMPHASIZING  PARTICULAR  NOTE  (B-FLAT) 


Fugue  No.  7,  meas.  1-2. 


Moderate  U«=92-»6) 


The  fugue  subjects  have  a  relatively  narrow  range,  and  they 
vary  in  length  from  one  and  one-quarter  measures  (Example  7)  to 
seven  measures  (Example  8). 

Ex.  7:  SHORT  SUBJECT 
Fugue  No.  8,  meas.  1-2. 

'  ll  ; 


Ex.  8:  EXTENDED  SUBJECT 
Fugue  No.  5,  meas.  1-7. 


The  greatest  range  is  a  major  tenth  and  the  smallest  a  major  sixth 
(Examples  9  and  10).  The  majority  of  the  subjects  range  between  an 


1 5 

octave  and  a  major  tenth. 

Ex.  9:  SUBJECT  OF  EXTENDED  RANGE 

Fugue  No.  5,  meas.  1-4. 


Vivace  fJ—144) 


- r - ^r- 

PTT 

/ 

■  = 

-  ■— = 

_  .  :: 

Ex.  10:  SUBJECT  OF  LIMITED  RANGE 
Fugue  No.  6,  meas.  1-4. 


t 


Tranquillo 


m 


This  narrowness  of  range  gives  some  of  the  melodies  a  lyric,  vocal 
quality  which  is  easy  to  hear  and  allows  the  listener  to  perceive 
the  separate  contrapuntal  lines,  whose  identity  would  be  lost  if 
they  were  constantly  overlapping.  However,  Hindemith  has  created  a 
balance  between  the  vocal  (as  in  Fugue  Nos.  3  and  12)  and  the 
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The  ranges  of  the  subjects  are:  Fugue  No.  1,  minor  seventh. 

Fugue  No.  2,  minor  seventh.  Fugue  No.  3,  octave,  Fugue  No.  4,  octave. 

Fugue  No.  5,  major  tenth,  Fugue  No.  6,  major  sixth,  Fugue  No.  7, 
minor  tenth,  Fugue  No.  8,  major  ninth.  Fugue  No.  9,  minor  tenth. 

Fugue  No.  10,  octave,  Fugue  No.  11,  octave,  and  Fugue  No.  12, 

minor  ninth.  This  presents  a  slight  discrepancy  with  Tischler 

(p.  225),  who  states  the  subject  ranges  as:  five  at  the  octave,  two 

at  the  minor  tenth,  one  major  tenth,  one  major  ninth,  one  major 

and  minor  seventh,  one  major  and  minor  sixth,  and  one  diminished  fifth. 


instrumentally  conceived  melodies  (as  in  Fugue  Nos.  5  and  9). 

Thirds  are  not  stressed  frequently  as  a  melodic  element  in 
subjects,  but  they  occur  characteristically,  as  a  harmonic  element  of 
repose  and  finality,  in  the  final  chord.  The  major  second,  "the 
strongest  and  most  beautiful  melodic  interval,"^  is  one  of  Hindemith' 
favorite  vocal  intervals,  and  it  is  often  highlighted. 

Ex.  11:  MAJOR  SECOND  INTERVAL  IN  MELODY 
Interlude  No.  9,  meas.  1-3. 


Hindemith's  harmonic  style  is  linked  so  closely  with  his 
contrapuntal  technique  that  it  is  often  unproductive  and  superfluous 
to  attempt  to  separate  the  two.  Because  of  the  nature  of  Hindemith's 
conception  of  harmony  and  its  complete  dependence  on  special  inter¬ 
val  lie  structures  to  produce  the  harmonic  tension  or  pull  in  chords, 
analysis  of  the  music  according  to  his  theories  of  harmonic  tension 
can  reveal  significant  aspects  of  phrase  structure.^7  The  higher  the 

^Hindemith,  Craft,  p.  88. 

17 Ibid.  p.  88.  See  Table  of  Chord  Groups  in  Appendix  II  of 
this  essay. 
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number  of  the  chord  group,  the  higher  is  the  tension  of  the 
particular  chord. 

Ex.  12:  SAMPLE  ANALYSIS  BY  CHORD  GROUPS 
Interlude  No.  9,  meas.  16-18. 


Dynamic 

Chord  Group  I  IV  I  III  IV  III  I 

JUti  M  S\ 

Rather  than  attempting  harmonic  analysis  of  a  highly  polyphonic 

section  of  music  according  to  Hindemith's  theories,  the  author  has 

chosen  some  vertically  conceived  chordal  sections  to  act  as  examples 

of  those  theories.  These  particular  chordal  sections  show  more 

clearly  the  intervallically  conceived  harmonic  stresses  without  the 

complicating  aspect  of  the  melodic  line  with  its  own  built-in 

stresses  (which  often  do  not  coincide  with  the  harmonic  tension).^ 

These  chordal  passages  were  analyzed  according  to  the  Table  of 

Chord  Groups  as  found  in  The  Craft  of  Musical  Composition,  and  they 

were  chosen  from  four  different  pieces.  In  total  there  were  thirty- 

eight  chords  analyzed  and  these  were  dispersed  over  twenty-five 
19 

measures.  This  table  separates  all  chords  into  two  main  groups  in 
1 8 

See  Ex.  26,  p.  50 

19 

Sources  for  material  analyzed  are:  Fugue  No.  5,  last  5 
measures;  Interlude  No.  9,  meas.  4-6,  8-10;  Interlude  No.  11,  meas. 
20-27,  last  seven  measures  (excluding  final). 


which  Group  A  contains  all  chords  with  no  tritone  and  Group  B  all 

chords  with  a  tritone.  Group  A  is  subdivided  into  sections:  I 

(no  seconds  or  sevenths,  i.e.,  simple  major  or  minor  triads  and  their 

inversions);  III  (containing  seconds  or  sevenths  or  both);  and  V 

(indeterminate,  i.e.,  augmented  triad  and  chord  built  of  two 

perfect  fourths).  Group  B  is  si  mi  lari ly  divided  into  sections:  II 

(containing  neither  minor  seconds  nor  major  sevenths);  IV  (containing 

minor  seconds,  major  sevenths,  or  both);  and  VI  (indeterminate, 

tritone  predominating;  i.e.,  chords  containing  two  minor  thirds 

and/or  an  augmented  second).  The  degree  of  tension  (amount  or 

intensity  of  dissonance)  of  a  chord  is  determined  by  its  interval! ic 

structure  and  the  presence  or  absence  of  the  tritone.  The  chords  are 

categorized  according  to  increasing  degrees  of  tension  from  Group  A, 

Section  I  (consonance,  tranquility,  and  repose)  to  Group  B,  Section  VI 

(extreme- dissonance  and  mobility).  Table  2  shows  the  result  of  the 

20 

author's  chord  analysis. 


TABLE  2 

PERCENTAGE  OF  CHORDS  FROM  VARIOUS  CLASSIFICATIONS 


A 

B 

A 

B 

A 

B 

I 

II 

III 

IV 

V 

VI 

31% 

8% 

47% 

9% 

1% 

4% 

It  is 

evident  that 

the  majority 

of  Hindemith 

's 

harmonies 

20 

In  J.  R.  Hall i day's  dissertation  Paul  Hindemith:  The 
Theorist ,  2  vol . ,  420  pages.  (Ph.  D. ,  Theory,  Rochester,  M. Y. ) , 
1941,  a  similar  study  on  six  solo  instrumental  sonatas  showed  the 
following  results:  Group  1—40%,  1 1--7% ,  111—45%,  IV— 6%,  V— 1%, 
VI — 1%. 
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come  from  Group  A,  Sections  I  and  III.  As  mentioned  earlier.  Section 
I  includes  root  position  and  first  inversion  major  and  minor  triads. 
Section  III  contains  chords  having  thirds,  seconds  and  sevenths  without 
the  tritone.  From  a  general  survey  of  Section  III  chords  in  the  L.T . , 
it  appears  that  the  following  chords  are  more  consistently  utilized: 
(Example  13)  the  root  with  the  perfect  fourth  and  perfect  fifth;  the 
minor  seventh  with  the  perfect  fifth;  the  minor  seventh  with  minor 
third;  the  major  seventh  with  major  third;  and  the  major  ninth 
with  major  third. 

Ex.  13:  SECTION  III  CHORDS  THAT  PREDOMINATE 


Chords  from  Section  II  that  appear  consistently  are  the  minor  seventh 
with  major  third  and  its  inversions  (imcomplete  dominant  seventh,  in 
traditional  terminology);  the  major  ninth  with  minor  seventh  and 
major  third;  as  well  as  the  minor  seventh  with  diminished  fifth 
(Example  14 ,  p.  24) . 

Hindemith's  use  of  augmented  triads  and  diminished  triads 
and  sevenths  is  fairly  restricted  because  of  their  ambiguous  nature. 
He  avoids  the  tone  clusters  and  poly-chords  of  other  twentieth- 
century  composers,  simply  because  a  large  part  of  the  L.T.  is  in  a 
three- voiced  setting. 

Hindemith  very  often  writes  a  sequence  of  parallel  harmonic 
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fifths,  fourths,  and  even  sevenths  without  regard  for  traditional 

resolutions.  This  recurring  use  of  fifths  and  fourths  often  gives  the 
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music  a  stark,  archaic,  and  somewhat  objective  quality. 

Ex.  14:  SECTION  II  CHORDS  THAT  PREDOMINATE 


Regarding  cadences,  Hindemith  felt  "the  rhythm  confines 

itself  to  a  few  clear  and  unmistakable  time  divisions,  the  melodic 

steps  proceed  directly  to  their  goals.  ..."  The  harmonic  fluctuation 

exhibits  the  most  unambiguous  progressions  from  less  satisfactory 

22 

to  more  satisfactory  chords,  from  tension  to  relaxation."  In  his 
treatment  of  cadences,  Hindemith  very  rarely  utilizes  the  leading 
tone.  In  considering  all  the  closing  cadences  of  all  interludes  and 
fugues  the  most  frequent  final  melodic  intervals  in  upper  or  lower 
voices  are:  The  ascending  major  second  (occurs  four  times  in  the 
lower  voice  and  two  times  in  the  upper  voice),  the  descending  minor 
third  (occurs  five  times  in  the  upper  voice),  and  the  descending 
minor  second  (occurs  two  times  in  the  upper  voice  and  two  times  in 
the  lower  voice),  and  the  descending  major  second  (occurs  two  times 
in  the  upper  voice  and  two  times  in  the  lower  voice).  He  feels 

21 

See  for  examples. Fugue  No.  5,  meas.  19-21,  and  38-40. 

^Hindemith,  Craft,  p.  138. 
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that  in  order  to  have  a  cadence,  one  must  have  three  chords  of 

Group  A  (without  tritone)  or  only  two  chords  if  the  first  is  from 

23 

Group  B  (with  tritone)  and  the  second  from  Group  A.  Hindemith 
feels  there  must  be  sufficient  movement  from  a  point  of  tension  to 
one  of  relaxation  in  the  harmonic  fluctuation  in  order  to  clearly 
define  a  cadence.  The  final  chords  of  each  piece  are  inevitably 
a  release  of  tension,  as  they  are  all  from  Group  A,  Section  I.  The 
complete  tonic  triad  is  the  preferred  final  chord,  and  it  occurs 
ten  times  out  of  a  possible  twenty-five.  The  root  occurs  alone 
seven  times;  the  root  plus  third,  five  times;  and  the  root  plus  fifth, 
three  times.  In  the  interludes  that  modulate  to  a  new  tonal  centre, 
the  tonic  is  considered  to  be  the  root  of  that  new  centre. 

Many  of  the  cadences  evolve  out  of  melodic  and  rhythmic 
relaxations  rather  than  out  of  harmonic  progressions.  Often,  the 
Ex.  15:  REPETITION  AND  DISSIPATION  OF  RHYTHMIC 
AND  MELODIC  MOMENTUM  AT  CADENCE 
(a)  Interlude  No.  1,  meas.  18-22. 
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Hindemith,  Craft,  pp.  138-142.  Hindemith  follows  this  theory 
in  the  L.T.  In  some  of  the  pieces  it  is  more  difficult  to  determine 
the  chord  structure  because  of  the  lack  of  concurrence  of  voices.  See 
for  example  the  Praeludium  and  Post! udi urn.  Interlude  Nos.  1,  4,  5, 
and  Fugue  No.  9. 


(b)  Interlude  No.  4,  meas.  38-40. 


endings  are  a  mere  abating  of  energy  through  repetition  and  dissipation 

24 

of  melodic  and  rhythmic  momentum  (Example  15). 

Form 

The  fugues  of  the  Ludus  Tonal  is,  being  subject  to  more  strict 
formal  principles  than  are  the  interludes,  may  be  viewed  as  the  formal 
framework  on  which  the  whole  work  is  constructed.  In  turn,  the  fugal 
exposition  is  often  the  most  important  part  of  the  entire  fugue,  since 
it  must  contain  the  potential  for  melodic,  rhythmic,  and  harmonic 
development.  This  potential  for  development  is  directly  affected  by 
the  mechanics  of  the  exposition,  that  is,  the  means  by  which  the 
composer  architecturally  orders  the  entire  exposition. 

Hindemith  employs  only  real  answers  to  his  fugal  subjects. 

This  would  reinforce  the  belief  that  he  considers  intervals  as 
being  more  important  than  tonalities,  in  the  traditional  sense  of 
the  term.  If  he  were  to  use  tonal  answers, it  would  destroy  the 
exact  interval! ic  relationships  of  the  notes  in  the  subject.  In 

24 


Tischler,  p.  226. 
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Fugue  Nos.  7,  8,  9,  10,  and  11,  his  answers  are  at  the  fifth  above 
the  original  statement,  and  in  Fugue  Nos.  1,  2,  5,  6,  and  12,  his 
answers  are  at  the  fifth  below.  The  fugal  answer  in  Fugue  No.  4  is 
at  the  third  above,  while  that  of  Fugue  No.  3  begins  at  the  third 
below.  These  answers  follow  exactly  the  sequential  order  of 
Series  One  up  to  the  fifth  tonal  centre  (i.e.,  C,  G,  F,  A,  E), 
obvious  primacy  being  given  to  the  fifth  and  fourth  relationships 
at  the  beginning  of  the  series. 

The  pitch  levels  of  the  subject  entrances  in  the  fugal 
expositions  usually  return  to  the  tonic  for  the  third  entry  with 
the  exception  of  Fugue  No.  2,  where  the  third  entry  of  the  subject  is 
at  the  fifth  above,  thus  stressing  both  the  lower  and  the  upper 
fifth  relationship  in  the  same  exposition.  Fugue  No.  11  has  only 
two  entries  (the  second  at  the  fifth  above),  as  it  is  a  continuous 
canon  over  a  free  bass. 

Table  3  gives  the  various  pitch  levels  for  each  voice  entry 

in  the  fugal  expositions.  It  also  lists  the  voices  in  which  each 

25 

successive  entry  appears.  Hindemith  gives  the  first  statement 
of  subject  to  the  alto  voice  in  nine  of  the  twelve  fugues.  He 
may  have  felt  that  the  outer  voices  can  be  more  easily  heard  than 
the  alto  when  they  enter  at  a  later  time  in  a  more  complex  polyphonic 
context.  As  the  table  shows,  Hindemith  has  the  bass  enter  last  in 
eight  of  the  fugues.  It  is  again  likely  that  he  felt  the  bass 

25 

Tischler  states  that  the  order  of  voice  entries  in  Fugue  No. 
4  is  Bass,  Soprano,  Alto.  However,  the  author  feels  it  should  be 
Alto,  Soprano,  Bass.  In  two  subsequent  sections  of  the  Fugue,  the 
order  is  also  Alto,  Soprano,  Bass.  The  Roman  numerals  used  in  Table 
3  refer  to  diatonic  scale  degrees  only,  not  to  secondary  key  levels. 
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TABLE  3 

FUGAL  EXPOSITIONS 


Fugue 

First 

Entry 

Second 

Entry 

Third 

Entry 

Alto 

Soprano 

No.  11 

(2-part  canon) 

I 

V 

Alto 

Soprano 

Bass 

Nos.  1,  5, 

6,  and  12 

I 

IV 

I 

Nos.  8, 

9,  and  10 

I 

V 

I 

No.  4 

I 

III 

I 

Soprano 

Bass 

Alto 

No.  7 

I 

V 

I 

No.  3 

I 

VI 

I 

Bass 

Alto 

Soprano 

No.  2 

I 

IV 

V 

(exception) 
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would  be  most  easily  heard  because  of  its  greater  pitch  differentiation 
and  its  dynamic  and  tonal  intensity,  especially  on  an  instrument 
scaled  like  the  piano,  where  the  greatest  power  is  in  the  bass 
registers.  The  table  also  shows  that  the  soprano  voice  enters  as 
the  second  entry  nine  times,  while  the  bass  is  used  twice  and  the 
alto  once  in  that  capacity. 

The  formal  designs  of  a  great  deal  of  Hindemith's  music 
are  based  on  models  found  in  music  of  earlier  periods,  especially 
the  contrapuntal  forms  of  the  Baroque  era.  The  overall  forms  of 
several  of  the  fugues  in  the  L,T.  are  based  on  contrapuntal  techniques 
common  to  music  of  the  Baroque,  as  he  has  written  stretto,  mirror, 
inversion,  and  double  fugues  in  addition  to  the  frequently  encountered 
three-part  fugue  based  on  the  idea  of  exposition,  digression  or 
episode,  and  restatement.  Hindemith  also  uses  these  and  other 
contrapuntal  techniques  in  less  systematic  ways  for  expanding  his 
material . 

Fugue  Nos.  5,  6,  7,  8,  and  12  are  all  in  three-part  fugal 
design:  Enunciation  or  Exposition  (codetta  optional),  Middle  or 
Modulatory  Section  (episodes  or  links  optional),  and  the  Final 
Section,  which  is  marked  by  stretto  and/or  return  to  tonic  (coda 

or 

optional).  Stretto  is  found  in  Fugue  Nos.  2,  3,  4,  9,  and  10,  as 

26 

Terms  from  Kent  Kennan,  Counterpoint,  (New  Jersey:  Prentice- 
Hall,  Inc.,  1959),  pp.  182-183,  and  from  Stewart  McPherson,  Form  in 
Music,  (London:  Joseph  Williams  Ltd.,  n.d.),  pp.  204-212.  Although 
these  terms  are  not  universally  accepted  or  applicable  to  fugues  of  the 
Baroque  or  later,  they  have  been  adapted  in  preference  to  yet  another 
ad  hoc  formulation  of  formal  terminologies  for  the  special  purposes  of 
this  essay. 


30 
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in  the  following  example: 

Ex.  16:  ORIGINAL  (stretto) 
Fugue  No.  2,  meas.  1-4. 


STRETTO 

Fugue  No.  2,  meas.  24-26. 


(  j  ' 

.  1 .  r"f"T 

1 

Fugue  No.  2,  by  definition  a  stretto  fugue,  is  in  four  main 

28 

sections  and  ends  with  an  ostinato  coda.  The  first  and  fourth 
sections  each  have  five  subject  entrances,  and  the  second  and  third 
sections  each  have  three  subject  entrances  in  close  stretto.  The 


^Stretto  is  found  in:  Fugue  No.  2,  meas.  3,  24-26,  36-38; 
Fugue  No.  3,  meas.  23-24,  30;  Fugue  No.  4,  meas.  18-22,  23,  49-50, 
60-62,  62  (stretto  of  second  subject  begins)  -64,  64-66  (1st.  subject), 
73-76;  Fugue  No.  9,  meas.  25,  34,  38,  46,  51,  55,  57;  Fugue  No.  10, 
meas.  12,  15,  29,  and  31. 

28 

A  stretto  fugue  is  a  fugue  in  which  the  answer  has  begun 
before  the  subject  has  been  completed  in  the  original  statement  of 
the  exposition.  See  Kennan,  p.  163. 
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second  and  third  sections  also  end  in  corresponding  episodes.  This 
syrrmetrical  configuration  is  shown  in  Table  4,  p.  32. 

Retrograde  technique  forms  the  entire  basis  for 
fugue  (number  3),  the  second  half  of  which  is  the  first  half  read 
backwards  (compare  meas.  1-30  and  30-59).  These  two  main  sections 
can  be  further  divided  into  four.  The  first  section,  an  exposition 
(up  to  meas.  19),  is  repeated  in  retrograde  form  as  the  fourth 
section  beginning  at  measure  42.  The  second  section  (meas.  19)  is 
repeated  in  retrograde  form  as  the  third  section  beginning  at  the 
middle  of  measure  30.  Hindemith  has  also  employed  retrograde 
technique  in  several  instances  in  Fugue  Mo.  9  (meas.  30,  34,  35, 

38,  47,  and  50),  even  in  combination  with  inversion  (in  meas.  46, 

47,  and  52);  for  example: 

Ex.  17:  ORIGINAL  FUGUE  SUBJECT 
Fugue  No.  9,  meas.  1-3. 


Moderato;  scherzando  <J  =  so) 


If 

£-+— T — fa - tt — P— f--  — 

-p; — — 

1  if S3 

.  (Ex.  17  cont. ,  p.  33) 


TABLE  4 


FUGUE  NO.  2  —  STRETTO  FUGUE 


Section 

Sub-section 

Measures 

Comments 

1 

Exposition 

1-11 

Fugal  exposition  with 
three  subject  entries. 

Extension 

12-17 

Reiteration  of  subject 
on  the  subdominant  and 
tonic. 

Codetta 

18-23 

Subject  material, 
partial  inversion. 

2 

Stretto 

24-28 

Utilizes  two  bars  of 
the  subject  in  close 
stretto. 

Episode 

29-35 

Material  from  the 
counter-subject. 

3 

Stretto 

36-39 

Stretto  of  meas.  24-28. 

Episode 

40-46 

Variation  and  inversion 
of  meas.  29-35. 

Bridge  or 
Transition 

47-53 

Based  on  significant 
fourth  to  seventh  leap 
in  the  subject. 

4 

Finale 

54-65 

Five  entrances  of  the 
subject. 

Coda 

66-75 

Ostinato  of  two  and 
one-half  bars  of  the 
subject  material  on  the 
tonic. 

(Ex.  17,  cont.) 
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RETROGRADE 
Fugue  No.  9,  meas.  30-33. 
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INVERTED  RETROGRADE 
Fugue  No.  9,  meas.  46-49. 


Fugue  No.  10,  an  inversion  fugue,  is  also  in  two  sections 
which  again  sub-divide  into  four.  The  second  half,  which  includes  the 
third  and  fourth  sections  (meas.  18  and  meas.  25,  especially),  is  a 
virtual  repetition  by  inversion  of  the  first  half.  Consequently, 
section  three  is  an  inverted  repetition  of  the  first  section,  or 
original  exposition,  in  meas.  1-7.  Another  Fugue  that  is  in  two  sections 
is.  Fugue  No.  11,  which  is  canonic  in  style. 

Inversion  of  the  subject  occurs  in  Fugue  Nos.  4,  5,  6,  9,  and 
10  (Example  18).^ 


29 

Tischler,  (p.  220)  states  that  inversion  occurs  in  only  four 
fugues.  However  it  can  be  found  in:  Fugue  No.  4,  meas.  9,  11,  13, 

18,  22,  24,  53,  55,  60,  62,  69,  71,  73,  74,  75,  76;  Fugue  No.  5,  meas. 
34,  51;  Fugue  No.  6,  meas.  21,  24,  28;  Fugue  No.  9,  meas.  16,  19, 

26,  46,  47,  52,  61;  Fugue  No.  10,  meas.  18,  20,  23,  27,  29,  32. 
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Ex.  18:  ORIGINAL  FUGUE  SUBJECT 
Fugue  No.  4,  meas.  1-2. 


Con  energia  (J=ios) 

¥ l=a= 


f 


INVERTED 

Fugue  No.  4,  meas.  9-10. 


Fugue  No.  4,  a  double  fugue,  is  somewhat  more  complicated, 
as  it  devotes  three  sections  to  the  first  subject  and  two  sections 
to  the  second  subject.  The  final  portion  of  the  fugue,  which  involves 
both  subjects  together,  is  in  three  sections,  as  shown  in  the  following 
table: 


TABLE  5 


FUGUE  NO.  4  -  DOUBLE  FUGUE 


Subject  Section  Sub-section  Measures _  Comments 


1  Enunciation  or  1-8  Answer  is  on  the  mediant. 
Exposition  Contains  "link"  passage 

in  measures  5-6. 


TABLE  5  -  Continued 


Subject 

Section 

Sub-section 

Measures 

Comments 

2 

Modulatory 

9-14 

Inversion  of  the  subject. 

Episode 

15-17 

Material  from  the  inverted 
form  of  the  subject. 

3 

Final 

18-23 

Stretto  of  subject  and 
inverted  subject. 

Coda 

24-27 

Combined  subject  and 
inverted  subject. 

II 

1 

Enunciation 

Exposition 

or  28-34 

Answer  at  the  sub¬ 
dominant. 

Codetta 

35-36 

Rhythmic  and  melodic 
material  from  the  subject. 

2 

Modulatory 

37-40 

Subject  in  the  upper  voice 
and  then  in  the  lower  voice 

Bridge  or 
Transition 

41-44 

Extension  of  the  codetta 
material . 

I  and 

II 

1 

Enunciation 

Exposition 

or  45-52 

Combination  of  the  first 
subject  and  a  modified 
form  of  the  second  subject. 

2 

Modulatory 

53-57 

Inversion  of  subject. 

3 

Final 

58-68 

Stretto  involving  first 

and  second  subjects  in 
combinations  with  inverted 
forms  of  the  first  subject. 


69-76  Combination  of  the  first 
subject,  inversion  of  the 
first  subject,  parts  of  the 
second  subject,  ostinato 
figure  from  the  first 
subject  in  the  bass,  and 
a  stretto  of  the  inverted 
form  of  the  first  subject. 
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Hindemith  employs  augmentation  only  once,  in  Fugue  No.  9: 

Ex.  19:  ORIGINAL  FUGUE  SUBJECT 
Fugue  No.  9,  meas.  1-3. 


Moderate,  scherzando  r«l,8o) 


AUGMENTED 
Fugue  No.  9,  meas.  55-58. 


The  formal  organization  of  Fugue  No.  9  is  especially  tight 

and  ingenious,  as  shown  by  the  following: 

Meas.  1-11:  Exposition 

Meas.  12-15:  Bridge  or  linking  passage 

Meas.  16-29:  Second  exposition  section,  including  stretto 

(meas.  25),  and  inversion  (meas.  16,  19,  and  26) 


30 

It  is  possible  that  Hindemith  felt  that  augmentation  could  not 
be  adequately  heard  in  most  instances.  Many  of  his  fugue  subjects 
are  broad  and  expansive  in  nature  and  any  further  expansion,  in  a 
temporal  sense,  would  distort  the  subject  beyond  recognition.  In  Fugue 
No.  9,  where  Hindemith  employs  the  augmentation,  the  texture  is  sparse, 
the  tempo  and  rhythm  relatively  fast  and  strong,  and  the  augmented 
version  is  sounoed  against  the  original  subject  in  one  case  and  the 
inverted  original  subject  in  the  second  case. 
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Meas.  34-41: 


Meas.  42-45: 
Meas.  46-54: 


Meas.  55-65: 


Meas.  66-77: 


Meas.  78-82: 


Third  exposition  section,  including  stretto 
(meas.  34-35)  and  retrograde  (meas.  30,  34, 

35,  38) 

Bridge  (c.f.  Meas.  12-15) 

Fourth  exposition  section,  including  stretto 
(meas.  46-47,  51-52),  retrograde  (meas.  51) 
and  inverted  retrograde  (meas.  46,  47,  52) 

Fifth  exposition  section,  including  original  and 
augmented  subject  (meas.  55,  57)  and  inversion 
(meas.  61) 

Sixth  exposition  section  (“recapitulation"  of 
meas.  1-11) 

Closing  passage  (c.f.  meas.  12-15,  42-45) 


Most  of  the  fugues  modulate  to  new  tonal  areas  in  middle 


sections  and  only  one  fails  to  return  to  the  tonic  at  the  end.  Fugue 
No.  7  (tonic  is  A-flat)  ends  in  C,  which  is  reached  as  the  dominant 
of  F.  The  third  and  final  restatement  of  the  subject  in  full  occurs 


on  the  tonal  centre  of  F.  Third-above  and  second-above  relationships 
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prevail  in  modulatory  areas  (Example  20).  However,  fifth-above 
relationships  can  be  found,  as  in  Fugue  No.  7,  meas.  23  and  29. 


Ex.  20:  THIRD-ABOVE  AND  SECOND-ABOVE 
RELATIONSHIPS  TO  SUBJECT 
Fugue  No.  2,  meas.  18-22. 
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Third-above  and  second-above  relationships  occur  in:  Fugue 
No.  2,  meas.  24-26,  36-38  and,  59-63;  Fugue  No.  7,  meas.  41  and,  45, 
etc. 


Fugue  No.  7,  meas.  29. 


(Ex.  20,  cont.) 

Fugue  No.  7,  meas.  g3. 
(original  subject  A  ) 


Overall  formal  designs  in  the  interludes  (as  compared  with 
the  fugues)  seems  less  subject  to  architectonic  device.  Hindemith 
has  generally  restricted  himself  to  a  three-part  form  in  the  majority 
of  these  pieces.  However,  he  does  occasionally  compose  a  modified 
binary  form, but  this  type  is  in  the  minority  (see  Table  6,  p.  39.). 

Rhythm 

Hindemith's  rhythms,  while  not  so  intricate  or  complex  as 

those  of  some  other  twentieth-century  composers  such  as  Stravinsky, 

Bartok,  and  Schoenberg,  are  usually  varied  and  interesting.  He 

frequently  mixes  syncopations  and  triplet  figures  in  a  context  of 

regular  quarter  --  or  eighth-note  beats.  He  also  shows  a  tendency  to 

32 

write  thirty-second  note  groups  on  the  off-beat.  Occasionally, 

he  may  use  irregular  divisions  of  the  pulse  or  displacement  of  accent 

(Examples  21  and  22),  but  more  generally  the  music  has  a  motoric 

current  which  is  rarely  interrupted  except  at  cadence  points  or 
33 

significant  entries. 

32 

See  for  examples.  Fugue  No.  9  and  Interlude  No.  9. 

Example  22  could  also  be  treated  as  an  example  of  motoric 


rhythm. 
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TABLE  6 

FORM  OF  INTERLUDES 


Interl ude 

Form 

Part  I 
(measures) 

Part  II 
(measures) 

Part  III 
(measures) 

1 

3-part 

ABA 

1-7 

8-14 

15-22 

2 

2-part 

AB 

1-10 

11-24 

3 

2-part 
ABC  AC 

1-22 

A)  1-8 

B)  9-16 

C)  17-22 

23-46 

A)  23-30 

C)  31-46 

4 

3-part 
ABA  C  A 

1-19 

A)  1-8 

B)  9-14 

A  15-19 

20-29 

29-40 

5 

2-part 

AB  AB 

1-11 

A)  1-7 

B)  8-11 

12-24 

A)  12-17 

B)  18-24 

6 

3^part 

ABA 

1-20 

21-30 

31-40 

7 

3-part 

ABA 

1-7 

8-12 

13-21 

8 

3-part 

ABA 

1-19 

20-34 

35-57 

9 

2-part 

AB 

1-10 

11-21 

10 

3Tpart 

A  A1  B  A 

1-22 

AJ  1-8 

A1)  9-22 

23-32 

33-54 

11 

3-part 

ABA 

1-35 

36-61 

62-101 

Ex.  21:  IRREGULAR  DIVISIONS  OF  PULSE 


Interlude  No.  4,  meas.  22-24. 


Ex.  22:  DISPLACEMENT  OF  ACCENT 
Fugue  No.  2,  meas.  66-72. 


j  i ,i  j.  j  Uii  j 


This  motoric  current  stems  from  overlapping  motives  or  phrases 
(Interlude  No.  5,  meas.  1-4,  8-10;  Fugue  No.  1,  meas.  4-7),  ostinato 
figures  (Interlude  No.  10;  Fugue  No.  2,  meas.  66-75),  constant  unit 
pulsations  (Interlude  Nos.  4  and  8;  Fugue  Nos.  2  and  5),  and  motivic 
repetition  (Fugue  No.  2,  meas.  40-45).  This  motoric  quality  is 
similar  to  Baroque  rhythmic  patterns  in  that  it  acts  as  a  unifying 
device  by  driving  the  music  through  phrase  endings  and  cadential 
resting  points. ^ 

Sometimes  Hindemith  uses  short  phrases  in  which  he  develops 
irregular  accents  in  respect  to  the  prevailing  metric  unit,  as  shown 

34In  summary,  the  following  pieces  from  L.T.  could  be  said  to 
contain  an  underlying  motoric  rhythm:  Interlude  Nos.  1,  3,  4,  5,  6, 
7,  8,  and  10;  Fugue  Nos.  2,  4,  5,  8,  9,  and  10. 
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in  Example  23,  in  which  the  author  has  added  crescendo,  phrase  and 
accent  markings  to  illustrate  this  point: 

Ex.  23:  SHORT  PHRASES 


Interlude  No.  4,  meas.  12-14. 


legato 


The  phrase  climax  creates  the  irregular  accent  within  the  measure.  The 
variable  phrase  lengths  and  occasional  overlapping  of  phrases  (Ex.  24) 
effectively  erase  the  listener's  feeling  for  the  bar  line.  Sub¬ 
sequently,  the  impulse  and  continuity  of  the  music  is  maintained  for 
longer  periods  and  the  listener's  attention  is  carried  forward  to  a 
cadential  climax  later  in  the  piece. 

Ex.  24:  OVERLAPPING  PHRASE  LENGTHS 
Interlude  No.  1,  meas.  6-7. 
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Texture 

The  Ludus  Tonal  is  is  written  idiomatically  for  the  piano,  and 
Hindemith  has  achieved  a  great  variety  of  sound  within  highly 
regulated  formal  contexts.  The  middle  range  of  the  piano  prevails, 
while  the  high  and  low  extremes  are  used  sparingly.  Variety  is 
achieved  through  alternation  and  juxtaposition  of  numerous  keyboard 
touches.  Since  the  pedal  is  used  sparingly,  the  total  effect  is 
one  of  utmost  clarity.  Dynamic  contrasts  and  ranges  are  used  in 
a  restrained  manner.  Forte,  mezzo-forte,  mezzo-piano,  and  piano  are 
by  far  the  most  prevalent,  with  an  occasional  fortissimo  (Praeludium, 
meas.  1,  4,  6;  Interlude  No.  1,  meas.  8,  15)  and  only  one  triple¬ 
forte  (Interlude  No.  7,  meas.  16).  One  finds  more  pianissimo 
than  fortissimo  markings,  but  no  triple-piano  markings  at  all. 

There  are  relatively  few  sudden  and/or  graduated  crescendos  or 
diminuendos,  which  is  in  keeping  with  the  Baroque  and  neo-classic 
concepts  of  dynamic  levels.  The  infrequent  changes  in  individual 
dynamic  markings  leave  the  music  open  to  a  terraced  interpretation, 
where  a  specific  level  is  maintained  over  a  certain  period  of  time. 

There  is,  however,  considerable  opportunity  for  individual 
interpretation  of  phrases  within  this  overall  dynamic  level. 

As  a  result  of  the  limitation  to  three  voices,  the  fugues 
(which  are  by  nature  horizontally  conceived)  exhibit  the  lighter 
density  most  often  associated  with  a  linear  texture.  In  the 
interludes,  Hindemith  introduces  more  vertically  conceived  structures 
and  at  times  a  heavily  textured  and  extremely  dense  chordal  style  (Inter- 
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lude  No.  7).  There  is,  however , always  a  reprieve  from  this  heavier 
chordal  texture;  and  often  the  music  alternates  frequently  from 
light  to  heavy  textures  within  a  piece.  In  Interlude  No.  8,  which 
is  a  perpetual  motion  study  based  on  chords  for  alternate  hands, 
Hindemith  switches  back  to  a  two- voiced  texture  of  running  eighth-notes 
every  three  to  four  measures,  in  addition  to  writing  a  whole 
contrasting  middle  section  of  lighter  texture. 

Frequently  the  texture  thickens  toward  ends  of  phrases 

and  climaxes,  thereby  giving  the  music  a  more  dramatic,  resonant 
35 

sound.  These  and  more  specific  aspects  of  texture  will  be 
discussed  in  Chapter  II  in  relation  to  performance  problems  in  the 
work,  since  texture  and  performance  considerations  are  so  integrally 
linked. 

35 

See  for  examples.  Interlude  Nos:  1,  meas.  3,  8,  12,  19, 

20;  6,  meas.  8,  9,  39,  40;  7,  meas.  4,  6,  7,  11-16;  8,  meas.  15,  16, 

36,  37,  39,  40,  52,  53;  10,  meas.  19-22,  51-54. 


CHAPTER  II 


ASPECTS  OF  PERFORMANCE 


In  performing  Hindemith's  Ludus  Tonalis,  the  interpreter  will 
be  most  concerned  with  defining  and  projecting  a  valid  style J  In  a 
strictly  technical  sense  the  Ludus  Tonalis  is  not  an  extremely 
difficult  work  to  perform.  The  performer  will  find  that  his  first 
concern  will  be  the  achievement  of  a  style  of  playing  appropriate 
to  Hindemith's  style  of  composition,  in  which  considerations  such 
as  line,  texture,  tone  color,  and  dynamics  will  be  primary. 

Hindemith  has  included  a  reference  to  piano  playing  in  his 
subtitle,  "Studies  in  Counterpoint,  Tonal  Organization  and  Piano 
Playing."  Just  how  important  Hindemith  considered  the  pianistic 
aspect  of  the  L.T.  to  be  is  a  matter  for  personal  speculation. 

Some  of  the  pieces,  however, appear  to  stress  specific  physical 
technical  problems  such  as  quick  lateral  movement,  forearm  rotation 
and  forearm  staccato.  The  highly  individual  approaches  to  the  solutions 
of  these  physical  problems  are  as  diverse  as  they  are  plentiful  and. 


G.  S.  Dickinson,  A  Handbook  of  Style  in  Music  (New  York:  Da 
Capo  Press,  1969),  p.  ix.  Style  is  defined  by  Dickinson  as  "the 
reflection  of  the  individual  essence  of  a  work  of  art  which  gives 
it  its  identity." 
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2 

as  such  ,  will  not  be  considered  within  the  scope  of  this  paper. 

Clarity  of  line  can  be  enhanced  by  dynamic  emphasis  on 
specific  voices  at  subject  entrances,  as  well  as  by  subordinating 
secondary  voices  through  a  detached  articulation  (in  contrast  to  a 
close  legato  touch  for  the  primary  voice).  Dynamic  emphasis  for 
clarity  and  motivic  recognition  should  be  one  of  the  most  used 
techniques  in  a  pianist's  interpretation  of  fugal  works.  However,  due 
to  the  simplicity  of  this  technique, it  may  be  forgotten  by  the  inter¬ 
preter  in  his  quest  for  more  esoteric  and  intricate  performance 
techniques.  Both  dynamic  emphasis  and  differentiation  of  articulation 
are  basic  to  contrapuntal  music,  but  (for  most  pianists)  the  latter 
usually  requires  less  exact  control  than  does  the  former.  In  Fugue 


2 

The  following  books  on  pianoforte  technique  are  recommended: 

Bree,  Malwin.  The  Groundwork  of  the  Leschetizky  Method.  Translated  by 
Dr.  Th.  Baker.  New  York:  G.  Schirmer,  Inc.,  1902. 

Cortot,  Alfred.  Rational  Principles  of  Piano  Technique.  Translated 
by  R.  LeRoy-Metaxas.  Paris:  Editions  Salabert,  1928. 

Coviello,  Ambrose.  Foundations  of  Piano  Technique.  London:  Oxford 
University  Press,  1934. 

Matthay,  Tobias.  The  Visible  and  Invisible  in  Pianoforte  Technique. 
London:  Oxford  University  Press,  1932. 

Ortmann,  Otto.  The  Physiological  Mechanics  of  Piano  Technique. 

Dutton  Paperback.  New  York:  E.  P.  Dutton  and  Co.  Inc., 

1962. 
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No.  12,  where  all  three  lines  are  consistently  in  a  legato,  singing 
style,  the  performer  must  rely  on  dynamic  emphasis  in  order  to 
clearly  project  significant  voice  entries.  In  Fugue  No.  5,  meas.  9- 
10,  24-27,  41-48,  51-55,  and  68-77,  Hindemith  has  written  in  a 
detached  articulation  for  the  secondary  voice.  This  could  also 
be  applied  in  meas.  13-15,  34-37,  and  57-60.  In  Fugue  No.  3, 
detached  articulation  for  secondary  voices  can  also  help  the  listener 
to  distinguish  the  most  important  voice  (bearing  the  subject),  where 
inversion  and  retrograde  techniques  make  the  subject  less  readily 
identifiable  by  rhythmic  or  intervallic  content  (see  meas.  23,  30,  41, 
and  54). 

The  application  of  an  agogic  accent  (deliberate  lengthening 
of  a  note)  to  special  melodically  important  notes  can  help  to  define 
the  subject  and  intensify  the  musical  effect.  In  Example  25,  the 
circled  notes  could  have  a  slightly  longer  (than  notated)  duration 
and  thus  create  an  intensified  awareness  of  the  melodic  structure. 
These  accents  help  to  connect  the  melody  and  work  against  the  register 
changes  which  naturally  tend  to  dissassociate  the  melodic  fragments 
from  one  another. 

Ex.  25:  AGOGIC  ACCENT 

Interlude  No.  11,  meas.  13-19. 


_ 

j  ■  ■ 

ii 

in* 1 

|  I 

1  jj  
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(Ex.  25,  cont.) 

Interlude  No,  11,  meas ,  28-34, 


Clarity  of  texture  is  also  enhanced  through  the  use  of  the 
pedal  primarily  as  a  linking  device  for  individual  notes  rather  than 
as  a  means  of  changing  the  tone  color.  When  applying  the  pedal  as 
a  linking  device,  the  performer  should  beware  of  making  too  sudden 
changes  in  the  tone  quality  for  more  than  one  beat  or  pulsation.  The 
pedal  is  relatively  unobtrusive  if  applied  for  a  short  duration  and 
over  no  more  than  two  beats  or  pulses.  For  example,  in  Fugue  No. 

2,  meas.  33,  it  is  advisable  to  apply  the  pedal  as  a  link  between 
the  second  and  the  third  eighth  beat.  This  facilitates  the  two- 
note  slur  while  the  left-hand  thumb  is  passing  the  alto  voice  (F- 
sharp)  to  the  right-hand  thumb.  There  are  no  pedal  markings  in  the 
L.T. ;  it  is  left  to  the  discretion  of  the  performer  to  apply  pedal 
where  it  appears  necessary.  At  times  the  pedal  may  be  used  as  an 
integral  part  of  the  timbre,  such  as  in  Interlude  Nos.  2,  7,  9,  and 
11.  This  application  of  pedal  depends  of  course  on  the  purity  of 
tone  quality  which  the  performer  desires.  In  interlude  No,  11,  meas. 
13-20,  the  pedal  may  be  used,  at  the  discretion  of  the  performer,  to 
continue  the  bass  note  throughout  the  measure  as  it  is  the  third  of 
the  chord  and  lends  character  to  the  harmonic  effect.  The  pedal 
should  not  be  depressed  until  after  the  second  16th.  note  of  the 
measure5and  released  with  the  last  8th.  note  of  the  measure,  as  any 
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other  application  would  create  a  muddy  effect,  Similarity,  in 
Interlude  No.  2,  meas,  8,  10-12,  and  15-22),  the  pedal  may  be  used 
to  soften  the  percussive  effect  and  at  the  same  time  increase  the 
dynamic  level  through  sympathetic  string  vibration.  The  lack  of  , 
pedal  directions  could  indicate  that  Hindemith  preferred  a  more 
focused,  pure  tone  color,  but  this  does  not  rule  out  the  possibility 
of  gaining  warmth  and  expression  through  pedaling.  Several  interludes, 
for  example  Nos.  2,  7,  8,  and  9,  afford  many  opportunities  for 
the  application  of  pedal.  However,  the  exact  degree  or  amount  of 
dampening  required  and  the  specific  places  where  it  is  applicable 
are,  again,  left  to  the  discretion  of  the  performer.  Pedal  technique 
in  the  fugues  of  the  L.T.  is  basically  similar  to  that  which  is 
appropriate  for  seventeenth-  or  eighteenth-century  fugues  played  on 
the  piano.  The  pedal  is  used  in  short,  momentary  applications  to 
maintain  the  linear  flow  of  melody  without  any  apparent  overlapping 
of  notes.  Such  cases  could  be:  where  the  same  pitch  is  repeated 
in  the  melody;  an  awkward  fingering  prevents  legato  playing;  or  a 
leap  or  interval  is  of  too  great  a  span  for  the  hand  to  reach. 

Occasionally,  Hindemith  supplies  fairly  detailed  interpretive 
directions,  such  as  in  the  latter  part  of  the  Praeludium  (meas.  34-47). 
Often,  however,  the  music  is  scantily  edited;  and  questions  concerning, 
among  other  matters,  dynamic  nuances  are  left  to  the  musical  judge¬ 
ment  of  the  performer.  On  these  occasions,  it  is  useful  for  the 
pianist  to  have  some  understanding  of  Hindemith’s  theories  of 
harmonic  fluctuation,  as  very  often  the  musical  solution  of  a  given 
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passage  is  dictated  by  this  harmonic  force.  The  principle  of 
this  theory  is  that  the  harmonic  force  of  a  given  passage  increases 
when  more  unstable  chords  are  used  and  decreases  when  less  unstable 
chords  are  used.  The  harmonic  forces  will  most  often  be  subject 
to  a  gradual  increase  or  decrease  of  tension  in  a  succession  of 
chords.  If  the  performer  follows  the  harmonic  fluctuation  and 
increases  in  dynamic  when  the  harmonic  tension  increases  and 
decreases  in  dynamic  when  the  harmonic  tension  decreases,  then  he 
most  often  has  a  valid  musical  solution.  This  is  not  to  say  that  one 
must  dogmatically  follow  the  harmonic  fluctuation  as  a  dynamic 
indicator.  Measure  23  of  Example  26  could  be  played  at  a  softer 
dynamic  level  than  the  preceding  measure  (that  is,  following  the 
harmonic  fluctuation)  or  it  could  be  played  at  a  louder  dynamic  level, 
as  dictated  by  the  higher  pitch  of  the  soprano  voiced  If  the 
performer  relies  on  Hindemith's  compositional  guidelines  to  inter¬ 
pretation  (contours  of  the  melody  and  the  punctuation  of  the  phrase 
endings  and  cadences),  then  he  will  probably  also  be  following  and 
emphasizing  the  harmonic  fluctuation,  even  if  he  is  not  awa re  of  its 
j  existence.  Hindemith's  control  of  all  compositional  elements  is  such 
that,  in  most  cases,  factors  like  melodic  contours,  textural  density, 
or  phrasing  will  be  directly  correlated  with  harmonic  fluctuation  to 
give  the  desired  musical  effect.  However,  as  in  so  much  music  of  all 

See  Hindemith's  Craft,  pp.  115-121,  for  a  detailed  description 
of  harmonic  fluctuation.  See  pp.  20-24  and  Appendix  II  of  this  paper 
for  a  description  of  chord  groups  and  the  amount  or  degree  of  relative 
tension  in  each  group. 

^Hindemith,  Craft,  pp.  188-189,  discusses  the  release  of  tension 
in  a  downward  interval  and  the  increase  of  tension  in  a  rising  interval. 
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periods,  a  variety  of  interpretations  can  often  be  rationalized  on  the 
basis  of  the  counterbalancing  effects  of  different  musical  phenomena; 
Ex.  26:  HARMONIC  FLUCTUATION 
Interlude  No,  11,  meas.  20-27. 


Chord  Group  IV  II  III 

In  meas.  3  of  the  Praeludium,  Hindemith  has  indicated  a 
crescendo  in  spite  of  the  Group  I  chords  that  occur  on  the  last  half 
of  the  second  beat  and  the  first  half  of  the  third  beat.  The  harmonic 
fluctuation  in  this  case  is  overshadowed  again  by  the  rising 
treble  line  in  contrary  motion  with  the  bass  line.  Example  27  is 
from  Interlude  No.  9.  which  has  several  good  examples  of  the 
relationship  between  harmonic  force  and  other  musical  factors.  In 
this  example,  Hindemith  has  written  in  a  crescendo  and  decrescendo 
that  reaches  a  peak  at  the  first  and  second  beats  of  meas,  9.  An 
analysis  of  the  harmonic  fluctuation  shows  that  the  first  beat  of 
meas.  9  contains  a  chord  from  Group  III  (having  seconds  and  sevenths), 
and  the  second  beat  of  meas.  9  contains  a  chord  from  Group  IV  (the 
most  intense  chord  used  in  the  passage).  In  addition,  the  basic 
motion  of  most  voices  is  upward  to  this  most  intense  point  in  the 
phrase. 

In  certain  sections  of  some  pieces,  the  musical  structure 


51 


Ex.  27;  CORRELATION  OF  HARMONIC  FORCE 
WITH  OTHER  MUSICAL  FACTORS 
Interlude  No.  9,  meas.  8-10. 


Chord  Group  X  337  I  XU  IS  XU  X 

5 

suggests  that  Hindemith  wanted  static  terraced  dynamic  levels.  In 
such  cases,  the  only  interpretive  direction  from  the  composer  in  the 
score  (besides  phrase  markings)  is  a  single  dynamic  marking.  However, 
the  performer  is  certainly  allowed  --  indeed  probably  expected  --  to 
create  subtle  dynamic  nuances  in  accordance  with  the  musical  line 
within  this  overall  dynamic  level.  Hindemith  stressed  the  musical 

aspect  of  these  pieces,  and  it  seems  unlikely  that  he  wanted  one 

6 

mechanically  exact  dynamic  level  throughout  an  entire  section.  The 
dynamic  markings,  in  general,  appear  to  be  overall  guidelines  for 
the  performer  in  that  they  apply  to  broad,  sectional  dynamic  levels. 

If,  on  the  other  hand,  the  phrasing  marks  are  fairly  precise  (or  else 
obvious  from  musical  patterns),  the  performer  can  usually  discern  a 
fairly  unequivocal  dynamic  solution  to  a  given  passage,  most  often 
by  following  the  natural  tendency  to  increase  in  dynamic  level 

See  for  examples,  Interlude  No.  6,  meas.  21-23  and  Interlude 
No.  10,  meas.  1-8,  18-22,  33-40,  and  50-54;  Fugue  No.  2,  meas,  1-17, 
Fugue  No.  3,  meas.  1-12,  Fugue  No.  4,  meas.  1-8,  and  Fugue  No.  5,  meas. 
1-22. 

See  notes  for  recording  of  L.T.  by  Kabi  Laretei  (Phillips 
P.H.S.  900,096),  1966. 
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toward  the  climax  or  highest  point  of  the  phrase  and  diminish 
toward  the  end.  The  inherent  danger  in  utilizing  a  formula  of  this 
nature  is  that  it  can  subconsciously  become  a  standard  interpretation 
and  the  performance  takes  on  a  certain  predictability.  In  addition, 
Hindemith's  phrases  would  by  no  means  invariably  follow  the  classic 
balanced  shape  of  most  phrases  in  music  of  the  "common  practice" 
period. 

Hindemith  indicates  very  explicit  metronome  markings,  and  they 
are  generally  within  the  technical  capabilities  of  an  advanced, 
senior  pianist.  The  tempi  indicated  by  Hindemith  are  all  realistic 
within  their  musical  contexts,  and  the  performer  should  have  no 
trouble  in  achieving  these  indications.  The  performer  may  find  that 
some  of  the  tempo  indications  for  the  slower  pieces  are  slightly 
fast,  but  this  is  again  a  matter  for  personal  preferences.  In 
Interlude  No.  11,  if  the  M.M.  J  =  60  indication  is  taken  too  literally 
(that  is,  without  some  elasticity  with  regard  to  phrase  structure 
and  cadence  points),  the  Waltz  loses  its  humorous,  yet  caustic, 
sardonic  nature.  The  same  could  be  said  for  Interlude  No.  9,  which 
loses  its  pensive,  tranquil,  gentleness  if  taken  at  an  inflexible 
tempo.  However,  it  must  retain  an  underlying  regular  pulse  so  that 
the  rhythmic  variety  which  Hindemith  wrote  in  can  be  clearly  heard, 

Hindemith's  rhythms  do  not  present  a  great  problem  in  performing 
the  Ludus  Tonal  is.  At  most  they  require  some  careful,  slow  counting 
procedures,  as  he  tends  to  interpolate  thirty-second  and  sixty-fourth 
notes,  especially  on  the  off-beat,  between  eighth  or  quarter  notes 
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in  one  voice  as  follows; 

Ex.  28;  MIXED  RHYTHMS 
Interlude  No.  1,  meas.  16-18. 


Fugue  No.  10,  meas.  10-12. 


Interlude  No.  9,  meas.  1-3. 


Molto  tranquilly  (/ <•.««> 


P  tspr. 


"  tr~  *“  • 


In  the  fourth  interlude,  there  occurs  a  pattern  of  three  beats 
against  four  beats  (meas.  22-24,  and  36-38),  but  other  than  this  case 
Hindemith  never  uses  any  cross-rhythms  more  complicated  than  two  beats 
against  three  beats.7 


Examples  of  duplets  against  triplets  can  be  found  in;  Prae- 
ludium,  meas.  2,  7,  19;  Fugue  No.  8,  meas.  3,  4,  5,  6,  10,  13,  14,  15, 
17,  18,  19,  20,  23,  24;  Interlude  No.  11,  meas.  57,  58,  59;  Postludium, 
meas.  29,  41 ,  46. 


An  adequate  performance  of  Hindemith's  L,T,  requires  a  basic 
knowledge  of  how  phrases  are  constructed  and  their  effect  on  the 
construction  and  logical  connection  of  larger  musical  patterns.  This 
knowledge  will  help  the  performer  to  emphasize  musical  and  rhythmic 
motives  as  well  as  give  direction  to  the  musical  patterns.  For  example, 
in  Fugue  No.  2,  meas.  29-34.  Hindemith  writes  a  six-measure  episode 
which  is  paralleled  later  in  meas.  40-45  as  shown  in  Table  7,  p.  55. 
There  are  no  phrasing  indications,  and  Hindemith  gives  only  one  dynamic 
marking  for  each  episode.  The  performer  should  be  aware  that  these 
two  episodes  are  each  divided  into  two  three-measure  phrases  as 
opposed  to  the  preceding  codetta  (meas.  18-23)  and  the  following 
bridge  passage  (meas.  47-53),  which  are  each  divided  into  three  two- 
measure  phrases  (with  an  extension  on  the  latter).  Patterns  two  and 
four,  and  patterns  four  and  six  are  each  separated  by  five-measure 
passages  of  the  fugue  subject  in  stretto  (patterns  three  and  five). 
Patterns  six  and  eight  are  separated  by  one  measure  (meas.  46).  An 
emphasis  upon  the  three-measure  phrase  lengths  of  patterns  four  (meas. 
29-34)  and  six  (meas.  40-45)  will  point  out  the  rhythmic  similarities 
between  the  first  and  second  three-measure  phrases  of  each  pattern.  It 
will  also  bring  the  listener's  attention  to  the  similar  motivic 
elements  on  which  the  entire  section  is  based.  The  performer  should 
set  a  precedent  with  the  second  pattern  (codetta,  meas,  18-23)  of 
emphasizing  the  three  two-measure  phrases  and  then  the  listener  will 
be  expecting  a  parallel  in  pattern  eight  (meas.  47-53).  The  parallel 
comes,  but  Hindemith  adds  an  extra  measure  so  that  pattern  eight 
consists  of  two,  two-measure,  and  one,  three-measure  phrase.  This 
retardation  of  the  inevitable  completion  of  the  pattern  should  be 
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Patterns 

~I 

2— 

r3 

4— 

U 

6— 

7 

8— 

1—9 


TABLE  7 


MUSICAL  PATTERN  IN  FUGUE  NO.  2 


Measures 


Phrase 

Units 


Subject 

Entries 


1-17  07) 


18-23  (6)- 


24-28  (5) - 

29-34  (6)— 

35-39  (5) - 

40-45  (6) - 

46  (1)  link 

47-53  (6+1) - 


54-65  (12)- 


2+2+2 


2+2+3 


-{5] 


{3] 


{3] 


15] 


similar 

motivic 

and 

rhythmi c 
material 


66-75  (10) 


10 
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emphasized  by  the  performer. 

The  importance  of  pattern  recognition  and  an  understanding  of 
the  musical  relationships  among  the  various  patterns  can  be  displayed 
in  an  analysis  of  Fugue  No.  2  according  to  musical  construction. 

The  obvious  symmetry  of  the  ten  musical  patterns  is  offset 
somewhat  by  the  asymmetrical  phrase  units  within  each  pattern  (i.e., 
2+2+2,  3+3,  2+2+3).  The  result  is  an  open-ended  phrase  structure  in 
which  the  phrase  units  are  unequal  links  in  the  larger  chain  of 
patterns.  This  gives  the  music  a  moving,  changing  cyclical  nature 
while  retaining  the  closed-ended  symmetrical  patterns  which  give  it  a 
logical  pattern  connection. 

Throughout  the  L.T. ,  Hindemith  seems  to  be  conscious  of  the 
need  for  variety  and  contrast  in  pacing  and  mood.  He  gives  some  mood 
or  character  indications  in  all  of  the  pieces  in  the  L.T. ,  excepting 
Interlude  Nos.  8,  5,  4,  and  Fugues  11,  7,  5,  and  3.  Just  as  there 
are  similarities  between  Baroque  terraced  dynamics  and  those  of  the 
L.T. ,  one  might  point  out  some  affinities  between  the  Baroque  doctrine 

o 

of  the  affections  and  the  mood  or  character  indications  in  the  L.T. 
Hindemith  indicates  a  pastorale  character  for  Interlude  No.  2;  the 
meter  is  a  lilting  ;  and  the  tempo  indication  is  "moderate."  The 
shortest  note  value  is  a  sixteenth  note,  and  the  melody  is  vocally 
conceived  with  step-wise  motion  predominant.  In  order  to  convey  the 
pastoral  mood  of  tranquility  and  gentleness,  the  melody  should  have  a 

o 

Baroque  composers  sought  unified  musical  expression  of  emotions 
such  as,  grandeur,  contemplation,  mysticism,  etc.  They  attempted  to 
exemplify  not  the  composer's  own  feelings  but  stereotyped  affections  or 
states  of  emotion  through  the  use  of  standard  musical  idioms. 
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gentle,  flowing,  singing  quality  with  a  smooth  horizontal  connection 
of  overall  dynamic  levels.  Individual  dynamic  nuance  should  be 
moderately  shaped  within  the  overall  level.  Generally,  the  right 
hand  should  slightly  over-balance  the  left  hand  and  the  tone-color 
should  have  a  rich,  mellow  quality  of  intensity.  The  texture  should 
be  as  clear  as  possible  with  the  pedal  used  only  as  a  short  linking 
device.  The  left  hand  chords  (meas.  11-16)  should  emphasize  top 
notes  (thumb)  to  avoid  a  muddy  texture.  The  left  hand  (meas.  5-10,  and 
19-24)  should  also  emphasize  its  individual  melodic  lines.  These 
passages  should  be  practiced  playing  with  two  hands  in  order  to 
become  more  aware  of  the  two  separate  voices. 

Just  as  Hindemith  has  allowed  the  performer  considerable 
latitude  in  matters  of  phrasing  and  dynamics,  so  has  he  often  left  the 
matter  of  touch  and  articulation  open  to  varying  interpretations .  In 
the  interests  of  clarity  of  performance,  much  of  the  L.T.  is  often 
played  in  a  quasi-detached  manner.  This  is  perhaps  an  outgrowth  of  the 
custom  of  performing  the  keyboard  works  of  J.S,  Bach  and  other 
Baroque  composers  in  this  manner.  This  interpretation  could  be 
applied  in  playing  the  second  and  fifth  fugues  and  the  third,  seventh, 
and  tenth  interludes.  In  these  pieces,  Hindemith  has  explicitly 
indicated  certain  notes  to  be  played  staccato.  Ho wever,  in  these 
pieces  he  has  also  left  many  notes  without  any  articulation  markings, 
and  these  could  be  considered  to  be  articulated  with  either  a  legato  or 
staccato  touch.  The  individual  performer  may  opt  for  the  detached 
interpretation  and  a  certain  stylistic  uniformity,  or  he  may  choose 
the  legato  touch  in  order  to  create  interest  and  variation.  In  no  case 
can  a  blanket  generalization  be  made;  the  choice  of  articulation  will 


58 


always  be  subject  to  differences  of  context, 

A  smooth,  legato  touch  is  desirable  in  many  parts  of 
the  L.T., but  it  is  especially  essential  in  the  right-hand  part  of 
Interlude  No.  9,  This  interlude  is  in  a  serene,  introspective,  arioso 
style.  Although  Hindemith  has  written  in  some  phrase  indications, 
considerable  license  has  been  given  the  performer  with  regard  to 
touch.  The  right  hand  must  be  legato  and  rhythmically  secure  but 
also  able  to  be  a  bit  lazy  or  hesitating,  in  a  judicious  manner, 
when  creating  a  reflective,  introspective  moment.  There  are  some 
circumstances  in  which  legato  is  not  physically  possible  (Interlude 
No.  3,  left  hand).  In  Fugue  No.  2,  meas.  29-34,  Hindemith  writes 
staccato  eighth  notes  in  the  right  hand  and  then  in  the  left  hand. 
However,  at  the  same  time  and  in  the  alternate  hand,  he  leaves  the 
last  two  eighth  notes  of  each  measure  unmarked.  This  passage  is 
easily  facilitated  by  using  a  quasi -detached  articulation  for  the 

g 

last  two  notes;  but,  if  the  performer  desires  them  to  be  played 
legato,  this  continual  switching  back  and  forth  requires  concentration 
and  detailed  preparation.  There  is  a  similar  section  in  meas.  40-45 
where  the  same  problem  could  exist.  In  meas.  26  and  42  of  the  same 
fugue,  the  right  hand  is  required  to  play  two  voices,  one  of  which 
is  unmarked  and  the  other  staccato.  The  alto  voice  of  meas,  42  should 
not  be  facilitated  by  using  the  left  hand,  as  the  bass  voice  should  be 
sustained  throughout  the  measure  and  any  application  of  pedal  will 
nullify  Hindemith's  desired  articulation. 

^In  addition,  the  placing  of  slurs  over  the  notes  just  preceding 
these  might  justify  a  detached  playing  of  the  following  two  notes. 


? 


SUMMARY 


The  present  study  began  by  tracing  in  synoptic  fashion 
Hindemith's  early  career  and  the  evolution  of  his  musical  thought 
and  style  toward  more  systematic  organization  of  all  elements, 
culminating  in  the  highly  structured  musical  architecture  of  the 
Ludus  Tonal  is. 

The  structural  analysis  shows  the  reader  some  of  the 
basic  precepts  by  which  Hindemith  organized  the  work.  "Series  I" 
as  a  formula  underlying  the  sequence  of  fugues,  the  mirror  relation¬ 
ship  of  the  framing  Praeludium  and  Postludium,  and  the  linking 
modulatory  function  of  the  interludes  afforded  Hindemith  a  logical 
formal  framework  within  which  he  could  express  his  musical  ideas 
in  a  free  yet  ordered  manner. 

Hindemith's  melodic  writing,  which  is  often  based  on  tone 
repetition  and  quartal  patterns  rather  than  triad  outlines,  usually 
defines  a  tonal  centre.  The  consistent  use  of  the  intervals  of 
a  fourth,  fifth,  minor  seventh,  and  major  or  minor  second  is 
another  characteristic  of  Hindemith's  melodic  writing.  Intervals 
of  a  third  and  sixth  are  used  less  frequently  than  they  would  be 
in  music  that  depends  more  heavily  on  triad  outlines  to  define 
tonalities.  Hindemith  often  writes  motive  beginnings  that  are 
obviously  identifiable  aurally  because  of  distinctive  rhythmic 
patterns  and  interval  structure.  The  motives  usually  have  a 
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relatively  narrow  range  and  vary  from  just  over  a  measure  to 
seven  measures  in  length. 

The  basis  for  the  harmonic  writing  in  the  L.T.  is  explained 
in  Series  II  of  The  Craft.  The  intervals  of  the  fifth,  fourth,  and 
third  act  as  strong  points  of  repose  while  seconds  and  sevenths 
move  the  music  onward.  Many  chord  progressions  are  based  on 
Hindemith's  theory  of  harmonic  fluctuation,  and  these  progressions 
are  correlated  with  melodic  contour  and  dynamic  change.  Dissonance 
is  often  unresolved  by  traditional  means.  The  dissipation  of 
tension  from  strongly  dissonant  chords  to  more  stable  harmonies 
at  cadential  points  is  an  important  characteristic  of  Hindemith's  i; 
music  (although  cadence  may  result  from  melodic  and  rhythmic 
rather  than  harmonic  phenomena).  The  use  of  a  half-step  leading 
tone  in  cadences  is  restricted.  Hindemith  prefers  the  complete 
tonic  triad  for  the  final  chord. 

The  overall  form  of  the  L.T.  is  based  on  fugal  technique 
and  texture.  In  fugal  expositions,  Hindemith  employs  only  real 
answers  which  preserve  the  exact  interval  1 ic  relationships  of  the 
subject  (although  later  subordinate  statements  of  a  subject  may 
occasionally  have  intervals  altered).  The  answers  in  expositions 
are  at  intervals  that  appear  at  the  beginning  of  Series  I,  but 
in  secondary  or  developmental  sections  the  answers  are  often  at 
intervals  of  a  third  or  second.  Hindemith  uses  traditional  contra¬ 
puntal  devices  like  stretto,  inversion,  and  retrograde  motion  to 
develop  his  subject  material.  The  overall  form  of  the  fugues  is 
often  a  type  of  three-part  form.  The  interludes  present  a  variety 
of  forms,  but  most  can  be  viewed  as  three-part  and  two-part  structures. 


The  pieces. of  the  Ludus  Tonal  is  are  rhythmically  varied 
without  being  extremely  complex.  At  times,  they  exhibit  strong 
irregular  divisions  of  the  pulse,  but  more  often  maintain  an 
underlying  motoric  current. 

The  limitation  of  the  fugues  to  three  voices  contributes 
to  the  clear  texture  created  by  a  predominance  of  polyphonic 
writing  in  middle  registers.  There  are  sudden  changes  in  the 
texture  of  the  interludes,  but  generally  they  are  more  fully 
textured  than  are  the  fugues.  Dynamic  contrasts  are  not  extreme 
in  range  or  frequency  and  the  changes  are  usually  immediate  from 
one  to  another  with  very  little  notated  crescendo  and  diminuendo 
fluctuation. 

The  definition  and  projection  of  a  valid  style  and  the 
ability  to  relate  the  various  musical  elements  to  audible  realiza¬ 
tion  in  performance  are  the  most  vital  factors  in  performing  the 
Ludus  Tonalis.  The  physical  technical  problems  of  the  work  do  not 
pose  a  great  barrier  to  the  performer.  Two  key  considerations  in 
a  successful  performance  are  the  dynamic  emphasis  (or  subordination) 
and  differentiated  articulation  of  individual  voices.  Pedaling 
can  be  used  to  affect  the  timbre  or  quality  of  tone,  but  more 
generally  it  is  used  only  as  a  joining  device  and  applied  in  short, 
momentary  applications.  While  the  score  specifies  broad  dynamic 
"plateaus"  or  "terraces,"  the  performer  must  shape  phrases  and  other 
shorter  musical  units  by  appropriate  nuances,  in  which  an  understand 
ing  of  Hindemith's  theories,  especially  that  of  harmonic  fluctuation 
will  prove  useful  or  even  essential.  As  a  performing  musician 
himself,  Hindemith  probably  expected  performers  of  Ludus  Tonalis 


to  exercise  the  same  taste,  intelligence,  and  judgement  that  he  would 
have  in  performing  the  music  of  other  composers,  especially  of 
earlier  times  when  scores  were  less  copiously  edited  than  in  the 
present  century. 

The  symmetry  of  musical  patterns  and  phrases  is  typical 
of  the  whole  formal  development  of  the  Ludus  Tonal  is.  It  is 
essential  that  the  performer  recognize  and  understand  the  construc¬ 
tion  of  these  underlying  patterns  as  they  relate  to  the  architecture 
of  the  work.  Sensitivity  to  linear  writing  and  an  understanding  of 
the  overall  musical  essence  or  character  of  each  particular  piece 
are  the  primary  requisites  to  interpreting  and  performing  the 
entire  Ludus  Tonal  is  successfully. 
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"Series  Two"  shows  Hindemith's  view  of  the  harmonic  and 
melodic  value  of  intervals  and  the  relationship  of  harmonic  strength 
to  melodic  strength  contained  in  the  series.  The  harmonic  force  or 
feeling  for  a  tonal  centre  is  strongest  in  the  intervals  near  the 
beginning  of  the  series,  having  the  simplest  frequency  ratios  (per¬ 
ceived  as  consonance  or  stability).  As  the  series  moves  toward 
seconds  and  sevenths,  the  feeling  for  a  tonal  centre  diminishes  in 
favor  of  the  melodic  strength  of  step-wise  motion.  According  to 
Hindemith,  "Neither  [melody  nor  harmony)  is  strong  enough  to  stand 
alone.  .  .  ,  for  no  harmonic  progression  can  be  made  except  through 
melody.  .  .  .  Harmony,  on  the  other  hand,  connects  and  organizes 
the  waves  of  melody."^ 

^Hindemith,  Craft,  p,  87. 
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TABLE  OF  CHORD  GROUPS 


A.  Chords  Without  Tritone 

I  Without  Seconds  or  Sevenths 

1.  Root  and  bass  tone  are  identical 


2.  Root  lies  above  the  bass  tone 


III  Containing  Seconds  or  Sevenths  or  Both 
1.  Root  and  bass  tone  are  identical 


tic. 


2.  Root  lies  above  the  bass  tone 


tic. 


V  Indeterminate 


B.  Chords  Containing  Tritone 


II  Without  Minor  Seconds  or  Major  Sevenths 
The  Tritone  Subordinate 

a)  With  minor  seventh  only  (no  major  second) 
Root  and  bass  tone  are  identical 


b)  Containing  major  seconds  or  minor  sevenths  or  both 

1.  Root  and  bass  tone  are  identical 


etc. 


2.  Root  lies  above  the  bass  tone 


3.  Containing  more  tnan  one  tritone 


IV  Containing  Minor  Seconds  or  Major  Sevenths  or  Both 
One  or  More  Tri tones  Subordinate 

1.  Root  and  bass  tone  are  identical 


Root  lies  above  the  bass  tone 


•5= 


etc. 


VI  Indeterminate.  Tri tone  Predominating 
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THE  DEPARTMENT  OF  MUSIC 

of 

THE  UNIVERSITY  OF  ALBERTA 

presents 

ARTHUR  BRAY 

PIANIST 


Thursday,  January  15,  1976  at  8:00  p.m. 
Convocation  Hall,  Arts  Building 


LUDUS  TONALIS  (1943)  .  Paul  Hindemith 

(1895-1963) 

Interlude  and  Fugue  in  G 
Interlude  and  Fugue  in  F-sharp 
Interlude  and  Fugue  in  E 

NOCTURNE,  OP.  9,  NO.  1  (1830) .  Frederic  Chopin 

(1810-1849) 

NOCTURNE,  OP.  62,  NO.  1  (1846) 

SONATA,  OP.  1 10  (1821) .  Ludwig  van  Beethoven 

(1770-1827) 

Moderato  cantabile  molto  espressivo 
Allegro  molto 

Adagio  ma  non  troppo — -Fuga:  Allegro  ma  non  troppo 


INTERMISSION 


SONATA,  OP.  1 1  (1835) .  Robert  Schumann 

(1810-1856) 

Introduzione:  Un  poco  adagio — Allegro  vivace 
Aria 

Scherzo  ed  Intermezzo:  Allegrissimo 
Finale:  Allegro  un  poco  maestoso 


This  recital  is  presented  in  partial  fulfillment  of  the  requirements  for  the  Master 
of  Music  degree  for  Mr.  Bray. 
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